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NOTE 

Most of the Shinto shrines and Buddhist temples in 
Japan have a long liistory. Though they have gone 

through the vicissitudes of time, they were generally 
established and maintained either by the successive 
Emperors or by the NobiHty or by the feudal lords, 
most of whom were the devout followers and protectors 
of Shinto and Buddhism. And all these institutes are 
depositories of historical objects, important and valuable 
each in its own way. 

In 1897 the "Kegulations Concerning the Preser- 
vation of the Old Shrines and Temples " were issued, 
and according to them, the Department of Education 
selects such buildings and objects of art as are of 
historical significance and of high artistic value and 
registers them as " Special Buildings imder State Protec- 
tion " or as the " State Treasures," as the case may be. 
This however does not mean that the State has the 
right of ownership over them, but that it imposes upon 
the owners certain hmitations as to the best way of their 
preservation and is disposed to defray a part of the expen- 
diture when their repairing becomes urgent. And as 
regards the selection of such building or objects of art 
and the necessity of repair, the Minister of Education 
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consults a spscially appointed body of committee. This 
consists of a cliairman and twenty-five members wlio are 
either historians or specialists in the arts or the govern- 
ment officers who are directly connected with the affiiir. 
Since the issue of the Preservation Law, one thousand 
buildings have been placed under " State Protection " 
and over three thousand objects of art including the 
old historical documents, registered as " State Treasures." 
Of these we have chosen for this Handbook the most 
excellent works of art, each of which is briefly described. 
This book is intended to be a guide to those foreign 
visitors who come to this coimtry, besides mere sight- 
seeing, to enjoy the masterpieces of Eastern art. 

Bureau of Religions, 

Department of Education 
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SYNOPSIS OF THE HISTORY OF 

JAPANESE AET 

(As adopted in this Handbook) 



JAPAN 

Consolidation of the Empire 

B.C. 660— A.D. 551 
Asuka Period 

552—644 
Nara or Tempyo Period 

645—781 
Early Heian Period 
782—897 
Late Heian or Fujiwara 
Period 

898—1185 
Kamakura Period 

1186—1393 
Miiromachi or Ashikaga 
Period 

1394—1572 
Momoyama Period 

1578—1614 
Yedo or Tokugawa Period 

1615—1867 
Post-Restoration 
1868— 



CHINA 
(Dynasties) 



Six Dynasties 

265—589 
Sni 590—617 

T'ang 618—906 



Five Dynasties 

907—959 
Sung 960—1126 
Soutli Sung 

1127—1279 
Yiian 1280—1367 
Ming 1368—1661 



Ch'ing 1662—1912 

Republic 

1912— 
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TOKYO AND KAMAKURA 



THE IMPEKIAL MUSEUM OP TOKYO 



I. SCULPTURE 



Ntoirin-Kwannon, wood. Koryuji* (Fig. 1.) — 
WMle this Museum contains some good Buddhist sculp- 
tures typically representing the work of the seventh 
century, two of them are registered as " State Treasures." 
This statue of Kwannon (which, according to modem 
critics, is Miroku) is of the same style as the one kept 
in Chuguji, of Nara prefecture, which was introduced 
into Japan in those days from North China first passing 
through Korea. Unlike the Chuguji's statue, there is 
nothing elegant about the present figure, the lines are 
altogether too hard and unpolished, which give some 
support to the theory of its being a Korean work. When 
visitors walk to the next case where are shown "forty- 
eight Buddhist statuettes " so called, belonging to the 
Imperial Household, they wiU at once notice that there 
are points of similarity between the present Kwannon 
and those statuettes, most of which are Korean of the 
seventh centiu-y. 

Sho-Kwannon, bronze. Kakurinji. (Fig. 2.) — The 
Japanese sculpture of the seventh century M'hich was 
dominated by Korean art began to manifest a change 
in the eighth century when the influence of the T'ang 
style made itself felt, and this work is one of such 

* Names of the shrines or temples where these treasures are 
preserved are in italics. 

[ 1 ] 



TOKYO 

eyidence. While yet retaining some classical^ hardness 
in its features and lines, there is observed in its general 
attitude something peaceful which breathes the spirit of 
the new style. The stifiBiess of drapery characteristic of 
the Korean style is seen here somewhat softened and 
about to be replaced by unoffending curves. This is a 
good sample showing the taste of the time, and also a 
masterpiece. 

KiCHiJOTEN, wood. Joruriji. (Fig. 3.) — ^This belongs 
to the last period of the Fujiwara era, and how different 
in every way it is from the preceding one! It is one 
of the most beautiful of Buddhist sculptures in Japan. 
The chiseling is most fine, and the coloring bright and 
rich. The divine form rising from the lotus petals gently 
opened is indescribably beautiful. The goddess had long 
been known as impersonating Beauty, and even in the 
old days of the Nara dynasty, artists tried to paint her 
in full decoration as observed in this statue, (for instance, 
compare with the goddess, of Yakushiji, now kept in 
the Nara Museum). It is quite natural that the Fujiwara 
period most addicted to the worship of things flowerly 
produced her. A certain expression conveyed by her 
features and the realistic way of carving the dress 
indicate the coming innovation of the Kamakura style 
of sculpture. 

Uyesugi Shigefusa, wood. Meigetsu-in. (Fig. 4.)— 
This is one of the few figures carved in the native dress, 
and also one of the most excellent examples of this class. 
According to the records preserved in Meigetsu-in, this 
statue is said to have been conceived by Uyesugi Norika,ta 
(1335-1394) who had it carved in honor of his ancestor, 
Shigefusa. It goes without saying that the original did 
not sit for this portrait statue. That the garments are 
deeply carved, and that straight lines are chiefly used as 
the necessary result of trying to show the outlines of the 
Japanese dress, — these ai-e the points which differentiate 
this kind of sculpture from the Buddhist work, and 
wherein lies another form of artistic appreciation.' The 
statue of Hojo Tokiyori, owned by Kenchoji, of Kamakuraf 
belongs to the same type as the present one. 
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THE IMPERIAL MUSEUM 



II. PAINTING 



Amida with a host of Bodhisattvas. Daiyen-in and 
oihei~ 18 temples. (Fig. 5.) — ^During the Fujiwara period, a 
strong faith in Amida (Amitabha Buddha) was awakened 
among some of the Tendai followers, which spread over 
the whole country with lightning rapidity. According 
to this belief, those who most earnestly meditate on 
Amitabha are assured of seeing at the moment of 
death the Buddha, who comes to meet the devotee, as 
seen in the present pictm-e, surrounded by a holy host 
of Bodhisattvas. The picture in triptych represents 
this idea in a way most thorough and comprehensive. 
Amida sits in the centre and the Bodhisattvas are sym- 
metrically aiTanged on either side. The holy host quietly 
advances riding in the white clouds and crossing over 
the "vasty deep." The canvas is unusually large and 
the whole design of the picture is most grand. As to 
the vividness of coloring, it altogether sm-passes anything 
we know of in the history of art. That no other colors 
were used than gold in the painting of the central figure 
but enhances the subhmity of the conception. As we 
stand before the picture, we cannot help being impressed 
by the feehng of love, infinite and boundless, emanating 
fi-om the Buddha, and we also seem to be actually 
listening to the heavenly chorus of the divine congrega- 
tion. In short, this is one of the gxeat monuments 
bequeathed to us by the Amitabha doctrine. After this, 
there came into existence a great many pictures of the 
same import, but none of them can compare with it 
not only in its artistic value, but in composition and 
technique, both of which belong to a date probably not 
later nor much older, than the mural painting of Howodd, 
of Kyoto prefecture. (See under "Byodoin.") 

The Buddha at His Deathbed (Nirvana). Daruma- 
ji. — The Buddha has just entered into Nirvana, and not 
only all his disciples smTounding him, but Bodhisattvas, 
gods, and royal princes, are all most deeply sorrow- 
stricken. Maya, Buddha's mother, is also seen in the 
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clouds. Among the Nirvana pictures, tlie one whose date 
is definitely known (1086 A. D.) is that kept in the 
Kyoto Imparial Museum ; and fortunately it is in parfect 
condition, while the present one is so badly defaced that 
it is almost impossible to trace the whole picture. 
However, the compDsifcion is more varied than the 
former, and in the execution of the details too it has 
nothing to lose by the comparison. The date is also 
the latter part of the 11th century. 

Shaka. Jingoji. (Fig. 6.) — The golden colored body, 
the fine vermilion lines tracing its contour, the drapery 
with delicate Tcirikane designs on the vermilion ground, 
the pedestal brilliant in color, and the halo with openwork 
covered with gold-leaf, — all these are the characteristics of 
the Buddhist painting, produced in late Fujiwara period. 
In this picture, we notice all the ornamental technique 
is carried to its highest perfection. As a Buddhist 
picture, it cannot escape the censure of being somewhat 
conventional, but there is something quite attractive about 
it suggesting the artistic taste of those early days. Its 
claim as a masterpiece is justified. 

FaGEN AS THE GoD OF LONGEVITY. Moisuo-dera. 
(Fig. 7.) — This is another masterpiece in late Fujiwara 
and may be put in the same class as the preceding 
Shakyamuni, of Jingoji. The coloring grows more vivid yet, 
and in the form of the BDdhisattva the artist exhausts 
his art to typify an ideal feminine beauty as conceived 
by the people of those days. His use of silver-leaf on 
the halo is to set oif the golden color and other pigments 
appearing in the other parts of the piclm'e. This new 
trick in technique was resorted to in his time. 

Kr-FaDO. Manju-in. (Fig. 8.)— Fudo of Onjoji, in 
Shiga prefecture, has the body painted yellow and is 
therefore known as Ki-Fudo (or Yellow Fudo). Being 
the most sacred treasure of the temple, it is generally 
kept away from the public. But its copies exist in 
various places, of which the present one from Manju-in 
is the oldest and one of the first executed. One of the 
most unique features of this picture is that the god 
has no flames about him, which, as one of his necessary 
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symbols, are invariably seen enveloping him. There are 
also some details distinguishing this Fudo from all the 
rest. Judging from the flowery designs on his vermilion 
skirt, this yellow Fudo is regarded as belonging to 
Fujiwara. 

Landscape (on a six-fold screen). Kybwbgolcokuji 
or Tbji. (Fig. 9.) — ^This is one of the equipments needed 
for the baptismal ceremony performed by the Shingon 
Sact. Though we are unable to ascertain the exact 
signification of the pictm-e, it evidently depicts a noble- 
man paying a visit to a hermit-sage in his mountain 
refuge. Though this is a folding screen, its general 
composition and technique suggest its later development 
into yemakimono (sometimes called a " picture-roll "). 
The %ures harmonise well with their natural smround- 
ings, and the picture makes a very happy specimen of 
genre-painting. The treatment of the trees reminds us 
of that in the " welcoming Amitabha " picture already 
mentioned, and at the same time indicates something of 
a similar nature in the "Hungry Ghosts" that follows. 
It belongs to Fujiwara period. 

Sketches akd Oakicatuees (in four rolls). Kcsanji. 
(Fig. 10.) — From earher times, the author is identified 
as Toba-Sojo (Kakuyu was his real name, 1053-1140), 
and these scrolls have enjoyed the same reputation as 
those pictures illustrating the history of Shigisan now 
kept in the Imperial Museum of Nara. They contain 
various sketches of human hfe generally humorous, imita- 
tions of human doings by the lower animals, and mere 
studies of birds and beasts. Among the animals imitat- 
ing human activities, the monkey and the frog play the 
most conspicuous parts. The pictures were originally 
mere sketches and not necessarily meant to be grotesque 
or sarcastic, but the fact remains undeniable that there 
lurks throughout the roUs something of the latter. The 
reason why they are ascribed to Toba-S6j5 is that we 
have an ancient " Narrative " referring to the S6j5 as 
the author of some caricatures. At the end of one of the 
four scrolls, there is an inscription which reads " the 
fifth year of Kencho " (1253 A. D.) and another reading 
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"Takemam." This is perliaps the name of the psraon 
who then owned these pictures. A view entertained by 
modem scholars is that they are later productions than 
Toba-Sojo, but not very much earlier than the date 
already referred to, 1253. All these pictures are in 
black and white, and each stroke is full of life and 
action. Whatever comes out of his brush so freely, 
whether in the delineation of an animal or a human 
being, it is always to the point. This is wonderful, and 
in this respect these scrolls are surely a representative 
production of its kind. 

PiCTUEES OP THE Hells (in One roU). Anjvin. — Most 
artists of the Kamakin-a pariod seem to have tried to 
paint in a most realistic manner all the sufferings that 
are imdergone by sinful people in the Hells. The present 
roll which came from one of such artists depicts scenes 
from four hells, accompanied by texts. As the motive is 
to show the lamentable state of the sinful after death 
and to exhort us to do good while on earth, all the 
hoiTOrs of the heUs (as there are many hells in Buddhism) 
are graphically represented even to an exaggeration. 
While the present picture-roll cannot be considered a 
&3t-clas3 production of the Kamakura era, we have to 
concede that it has succeeded in giving us the infernal 
scenes. 

Pictures of the Hunget Ghosts (in one roll). 
Sogenji. (Figs. 11 & 12.)— Along with the " Life in Hell " 
the Kamakura artists found their favorite theme in the 
depiction of the Hungry Ghosts. The spirits of the sinful 
rmdergoing all the horrors of the hells are here represented 
in the form of the hungry ghosts (preta) in their hideous- 
ness. The whole roll does not seem to be the work of 
one person. The section where water is given to the 
Ghosts is the most admirably executed and shows the 
power of the artist, whose strong and forcible strokes 
well iu harmony with the Hght colors exhibit all the 
good points of the old Yamatoye style of ptunting. It 
is an early production of the Kamakura period. The 
texts accompanying the pictures are in fine caligraphy. 

Stoby oe the Tayema-Mandaka (in two roils). 

[ 6 ] 



THE IMPERIAL MUSEUM 

KdmybjL (Fig. 13.) — There is a picture at present kept 
by Tayemadera, of Nara prefecture, and popularly known 
as the " Tayema-Mandara," in which is painted the Pure 
Land of Airdtabha Buddha. According to the legend, it 
is really a tapestry work of lotus fibres by a woman 
devotee who accomphshed the task, miraculously assisted 
by Amitabha himself, in the coiurse of a single night. 
The present rolls illusbcate the story in a serial form, 
with explanatory texts. The author removes the roofs in 
order to have a free view of the interior, and, by depicting 
successive events in one picture, indicates the progress of 
time. — ^in all this strictly following the conventions of the 
Yemakimono style. The execution is excellent. The 
pictures as a whole are representative of the middle 
Kamakura period. 

Hoeokaku-Mandaka, Hobcdai-in. — This picture is 
used by followers of the Shingon when a secret rite 
called " Horokaku " (or Sacred Tower) is performed in 
order to effect the eradication of one's sinful deeds. In 
the central tower there sits Shakya, and in front of him 
there is the sacred wheel, they are smrounded by all 
sorts of Bodhisattvas, the four guardian gods, and other 
spiritual beings. Above are seen the heavenly goddesses 
making flowery offerings. All is painted as illustrative 
of the prescribed formulas in the sacred text, but the 
arrangement of colors, gold, vermiKon, and green, is most 
felicitously carried out. The pictmre was produced toward 
the end of the Kamakura period. 

Daeuma, Kinzai, and Tokusan (in a triptych). 
Ybtoku-in. (Fig. 14.) — ^As the Zen sect began to spread 
itself during the Ashikaga period, the artists were delight- 
ed to paint its first patriarch, Bodhi-Dharma, and his 
illustrious successors. The present triptych ascribed to 
Soga Jasoku (d. 1483) is one of such paintings. Though 
there are no marks of identification, the tradition is not 
to be readily disproved. (There is another picture of 
Shaka ascribed to Jasoku, owned by Shinju-an, see imder 
" Daitokuji," Kyoto.) The features are minutely dehneat- 
ed. As to the drapery, the bold hues and the shadings 
along them are most skilfully made use of to give the 
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desired efiecis. Daruma occupies the centre, to the lefb 
Kinzai sits with his fist in his hand, and to the right 
Tokusan with his famous stick. Quite another order of 
impression is gained from this picture than when one looks 
at those Buddhist paintings or picture-rolls of the Fujiwara 
and Kamakm-a psriod. This may partly be due to the effect 
one invariably gets from the technique of this kind of 
painting in black. But in the case of the present triptych 
we are strongly struck with a feehng which evidently 
flashes out of the spirit of the artist deeply penetrating 
into the mysteries of Zen. 

Waves and Cbanes, (a pair of folding screens and 
twenty-eight kakemono) ; A gkoup of Heemit-Sages, 
(twelve kakemono) ; Landscape, (thirbeen kakemono). 
Kmigo-ji. — Maruyama Okyo, author of these pictures, 
(1733-1795), was noted as an artist of the modern realistic 
school. He often painted the sHding pap3r-screens for 
Buddhist temples, of which some are now "State 
Treasm-es." They are the sliding screens of Daijoji (Hyogo 
prefecture), of Kotohira Jinsha (Kagawa prefecture), and 
those of Kongoji (Kyoto prefecture), the last mentioned 
being the present screens before us. They have been 
dismounted from the original screens (or panels) in the 
temple and remade into the kakemono and folding screens 
as we have here. Their date_ is 1788, and they are 
representative of the works of Okyo. 

Landscape, (pair of kakemono). Koto-in. (Fig. 15.) — 
This is the best specimen of the Chinese paintings on 
exhibit in this Museum. In China, landscape or water- 
scape pictures in black and white made an extraordinary 
development during the Sung and the Yiian dynasty, and 
when the art was introduced into this country, we have 
those spacial production of the Ashikaga period, known 
as sumiye. While the present pictm-es do not belong to 
the highest order of this style, the composition as a 
companion kakemono is well designed, and the graduations 
in shading are varied enough to lead the spectators on to 
the feeling pervading the whole canvas. The forcefulness 
of the strokes characterises the pictiu^e. It is not easy 
to fix an exact date, but we may not err if we make it 
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a productiou late in the Southern Sung dynasty or early 
in tlie succeeding Yiian, that is, between the latter half 
of the 13th century and the beginning of the following 
one. 

Peonies, (pair of kakemono) ; Koto-in. Lotus flow- 
ers, (pair of kakemono) ; Hompbji. — The bird and flower 
pictures in China developed since the Sung dynasty 
under the patronage of the successive courts. The com- 
panion paintings by no means represent the best art of this 
class of pictures ; but they are the work of a master 
hand. The form of the flowers is quite realistic. Enough 
attention is paid to the regular arrangement of the 
composition. The colorings are quits rich and fresh, 
tending to heighten the decorative effect. There is no 
doubt that all this contributed directly and indirectly to 
produce the decorative paintings of the Momoyama period. 
We do not put much credit to the ti-adition ascribing the 
authorship of these pictures to Sensen (Tsien Siian), but 
the date must be late in the Yiian dynasty or early in 
the Ming. 



in. ALLIED ARTS 

Sutra-case, Ninnaji, (Fig. 16); Hoju-bako, Ninnaji; 
Karahitsu, Kongbbuji, (Fig. 17) ; Ink-box, Tsurugaoka 
Haxiliimangu, (Fig. 18) ; Toilet-oase, Mishima Jinsha, 
(Fig. 19). — These are all rnakiye lacquered wares. 
It is not an easy task to trace the development of lacquer 
work in Japan, but fortunately these five pieces of utility 
represent, roughly speaking, the period between early 
Fujiwara and late Kamakura. The origin of the makiye- 
lacquer work was during the Nara period, tha art of 
which consists in drawing designs with gold or silver 
dust on lacquered articles. Its full development in 
technique as an art special to this country did not take 
place until the Fujiwara period. 

The first article, the sutra case, which was made in 
919 to put in the Buddhist sutras and rituals of the Shingon 
brought from China by Kiikai (774-834), and the second, 
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the case for keeping the Hoju (or sacred balk) in, both 
belong nearly to the same period, that is early Tujiwara. 
The work is what is known as togidaslii makiye. It 
consists in drawing designs with gold and sUver dust on 
a surface first prepared with lacquer, which is then 
covered again with lacquer and then finally polished up. 
The designs on the first article which are composed of 
ornamental vines and mythical birds, reach the height 
of elegance. While still retaining the force of the Nara 
style, it already foreshadows a new taste to be later 
developed in the Fujiwara pariod. 

The Karahitsu (a sort of chest) of Kongobuji, which 
is a production of late Fujiwara, shows how technique 
attained further perfection. The gold and silver dust used 
grows finer and denser ; and the inlaying of mother-of- 
pearl is seen applied to this kind of work, which deserves 
attention. The harmonious use of ma^i^e'-lacquer and 
mother-of-pearl was in fashion beginning in late Fujiwara 
and throughout Kamakm:a. That the designs grew more 
pictorial indicates where the artistic appreciation of the 
time tended. There is something common between the 
designs on this chest {Karahitsu) and the decorative pictures 
on the Buddhist suixas made in those days, that is, late 
Fujiwara. (See also imder " Itsukushima.") The inside 
case is lacquered black, which is decorated with metal 
openwork and inlaid mother-of-psarl, both designed with 
vines, showing a high order of excellence. 

In the ink-box, of Haohimangu, which was produced 
early in the Kamakura pariod, we notice an extensive 
inlaying of mother-of-pearl. The entire surface of the box- 
cover is designed with it, and there are also some marks 
showing a pictorial tendency. A further development of 
it brings us to the toilet-case, of Mishima Shrine, which 
was n3a,de in late Kamakura. The box with aU its con- 
tents is ornamented with the same design, that is, with 
plum-trees, running streams, reeds, and wild geese. They 
are more pictures than mere designs. The gold dust 
used for the purpose is of no small amount, and the 
designs give a somewhat relief effect, which later developed 
into the TaJcamakiye style. The art reached here its 
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culmination, only leaving room for improvement in lugh 
relief aiad of tlie use of other inlaying materials, such as 
lead, zinc, or porcelain, besides gold, silver, or mother- 
of-pearl. While it thus gained in technique, it was 
inevitable that art had to suffer more or less on that 
account. 



THE TOSHOGU SHRINE, Tokyo 

The Toshogu is a Shinto shrine where Tokugawa 
lyeyasu, the founder of the Tokugawa Shogunate, is 
enshrined. It was first built at this site in 1627, and 
later enlarged by lyemitsu, the third Shogun of Toku- 
gawa, in 1651. The present group of buildings is the 
result of this enlargement. The principal buildings are 
the Main Sheine,* Hall for Prayers, (Fig. 20), Stone 
Chamber, Openwork Fence, and Middle Gate. The 
architects were Kora Munehiro and his son Munehisa, 
both artists of the first order in those days. When we 
enter the Middle Gate splendidly decorated, we come to 
the Hall for Prayers (23.7 x 22.7)** behind which stands 
the Main Shrine (52.9 x 21 .9). Between the Main Shrine 
and the Hall for Prayers there is a connecting room known 
as the Stone Chamber (22.5 x 23.7). The Shinto struc- 
ture with this connecting room is called the Oongen 
style. Inside and outside, lacquer is used everywhere, 
the sculptures and paintings are finished with gold-foil, 
and gold-gilt fittings are sumptuously used, all in a most 
gorgeous manner, which was characteristic of early Yedo 
period. The roofs are charmingly shaped and rich in 
variety. They are covered with copper plates. 

* Names of buildings under " State Protection " and those of 
articles registered as " State Treasures " are capitalised throughout the 
text. 

** These measurements and all that foUow are .Japanese, the unit 
is " shaku," roughly equivalent to the English foot. 
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THE FIVE-STORIED PAGODA, OF 
KWAN-YE-JI, Tokyo 

(The first-story is 15.98 square; the whole 
height 106.48.) 

This is the tower, to the right, in front of the 
Toshogu Shrine. Built in 1639, under the superinten- 
dence of Doi Toshikatsu, who offered it to the Toshogu 
shrine. In 1886, the ownership was transferred to 
Kwan-ye-ji. Lacquer and vermilion and red oxide of 
iron are used for painting the interior as well as the 
exterior. Animal carvings between the brackets are 
colored. The whole structure is restful, well-balanced, 
and splendid. 



SENSO-JI, Tokyo 

According to the temple tradition, this temple was 
first built in 645, but the present Main Hall (105.2 x 
95.9) was re-erected under the direction of the Shogun 
lyemitsu in 1649. The architects were Kihara Yoshihisa 
and Suzuki Nagatsune, both under the service of the 
Tokugawa government. The great building is one-story 
high and seven spans square. The roof is arranged in 
the Irimoya style, and covered with tiles. It is mag- 
nificent in construction and vigorous in the execution of 
its details. The decoration of the Naijin (Inner Sanctu- 
ary) is especially gorgeous. Probably it is the oldest 
and best example of Buddhist architecture now extant in 
Tokyo. (Fig. 21). 

The Five-Stoeied Pagoda, the first story of which 
measures 16.2 square and which is 108.45 high, was 
built originally by Taira Kimimasa in 942, and later 
renovated, together with the Main Hall, by the order 
of lyemitsu in 1648. The architects were the same as 
those of the Main Hall. It is a five-storied Pagoda 
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of three spans, and the roof of each story is covered 
with copper plates. The paint used is red oxide of iron, 
inside and outside. Metal fittings are used liberally. It 
deserves to be regarded as a good example of architecture 
of this type in early Tokugawa. 



THE YUSHUKWAN, Tokyo 

A TsuRUGi. Kuramadera. — ^The form is of the 
straight-line type with JcataJciriha (single-edged). Saka- 
no-uye Tamuramaro, a well-known general of the eighth 
century, is traditionally considered to have been its owner. 
As far as the shape is concerned, it is certainly of that 
age. The black-lacquered scabbard is also of the same 
age, and is so made as to suspend it around the waist. 
As this is one of the rarest specimens of swords of those 
early days, which are furnished with the complete outside 
fittings, it has a great historical value. 

A Tachi. Hcganji. — This was made when the sword 
of the straight-hne type changed into one of the curved 
line. The object is mainly to strike, not to thrust. The 
blade extended forms the handle, the openwork part of 
which is shown thi-ough, while the rest of the handle is 
from the practical necessity bound with metal fittings. 
As this exposed part of the handle looks somewhat like 
the shape of hair-tweezers (Jcenuki), it has come to be 
regarded as the special feature of this type. Fujiwara 
Hidesato, who is well known in tales of old Japan, is 
said to have dedicated this sword to the Goddess Benten 
of Chikubushima in the lake Biwa. It is a product of 
the tenth century and the oldest specimen of swords of 
this type. 

A Tachi. Wcikasahiko Jinsha. — It was due to the 
genius of Muneehika, nicknamed the " Excellent Sword- 
smith of San jo " (Sanjo-no-Kokaji), that an esthetic element 
was introduced into the curved-line type, which, combined 
with skiU in the art of tempering, made it possible 
to produce swords successfully which were fine both in 
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sliape and in quality. The present tachi is one of the 
few that were left of his work. Munechika was the 
foremost of the four great swordsmiths under the reign 
of the Emperor Ichijo (11th century). A story still in 
circulation is told of him that the god of Inari greatly 
moved by his wonderful arb miraculously came out as his 
assistant when he was tempering swords. They are most 
highly esteemed by connoiseurs as the creations of a 
real genius. 

A TsuBUGi. Shirayamaliime Jinslia. When the 
waiTior-class grew powerful socially and pohfcically during 
the E^makura period, the art of sword-making became more 
practical, that is, as a weapon of offence, its sharp edge 
was the first consideration. Yoshimitsu of Awada Guchi, 
in Yamashiro, (late in the thirteenth century) succeeded 
in producing the sharpest swords without sacrificing their 
shapehness. In this respect his are regarded as incom- 
parable, most of which were however daggers, and not 
long swords which were few. As to the Tsurugi, the 
present one is the only one extant. It is double-bladed, 
and in spite of this fact well tempered. Perfect both in 
form and quality, it is a rare work of art. 

A Tanto. Atsuta Jingu. — Kunitoshi, the author of 
this work, comes from the same province as Yoshimitsu 
who was mentioned before. The time is little later, for 
Kunitoshi flourished early in the fourteenth century. 
This is one of his masterpieces. What makes this da^er 
worthy of note is that it is just as it first came from Ids 
forge. Swords that are shorter than a shaJcu (Japanese 
foot) are known by the name of " Tanto " and there are 
many styles in the making of them. The present one is 
Mradzuliuri (flat-make). 

A Tachi with theead bands. Hiye JinsJia.—Th.e 
inside blade was made by Yukihira, of Bungo Province. 
When the Emperor Gotoba (1180-1239) sought out 
swordsmiths of the highest quahfications for Ms court, 
Yukihir.a came to him with the best recommendations! 
His dehght was in making well-shaped swords which 
were greatly admired by the court nobles of the capital. 
The present one is also beautiful in form. The point to 
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be noticed most in this work is that the smith gave no 
tempering to the narrow space between the habaJci-moto 
and the blade, lest when in use the sword should 
abruptly break at this point. 

Parts of the hilt and the scabbard are boimd with 
twine, which was the fashion coming in vogue from his 
time on. They were made early in the Tokugawa period 
as the sword was to be worn on ceremonial occasions by 
the Shogun himself. Naturally, the decorations are 
briUiant with metal iittings and ma/aye'-lacquer liighly 
polished. 

A Wakizashi. ItsukusKma JinsJia. — When you care- 
fully look at the blade, the beautiful patterns are to be 
observed as if the letters " T " were in confused profusion. 
This is the feature peculiar to the work of Mitsutada 
(early Kamakura), who was the founder as well as the 
most important one of the Osafune school of forge in 
Bizen Province. His swords were highly esteemed by 
the warlike generals of the Sengoku period, and it was 
reported that Ota Nobimaga was the owner -of twenty- 
five of Mitsutada. The present one was carried by Toyo- 
tomi Hideyoshi. As in his days (that is, late in the 
16th century) the fashion of carrying two swords, one 
short and the other long, prevailed, he had the hilt 
bound with leather and the scabbard painted with lacquer, 
turning it into a secondary sword, which form it still 
preserves. A " wakizashi " means a side or supplementary 
one and its regulation length was between one and two 
sJiaJcu. 

A Tachi in black lacquee. SMwogama Jinsha. — 
The blade comes from the forge of Unsho, a great 
swordsmith of Bizen in late Kamakura. It is a rare 
specimen of a long blade so excellently executed. Late 
in Ashikaga, the black-lacquer case and other fittings 
were made for it. Their simple finish generally and the 
carving of a radish on the menuki make us think of those 
simple-hearted warriors of the rural districts. 

An Otachi (Great Sword). Fuiarasan Jinsha.-^ 
Such a long blade as this is a rarity. Soon after the 
downfall of the Kamakura Shogunate, wars were still 
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raging, and tlie warriors needed swords, long and short. 
The stronger ones carried the longest such as we see 
here on their back or made the attending soldiers carry 
them, and when neccessary they wielded them right and 
left striking down meii or horses indiscriminately. The 
maker of this extra-long blade was Tomomitsu, the second 
in the hne of the Osafime smiths, who was liriug when 
such long ones were in the highest demand. 

A Wakizashi in makiye. Kongobuji. — ^The maJciye 
is worked on in plain wood not ramished with lacquer. 
The design is the gi-aeeful combination of cherry-blossoms 
with a horse and of maples with a deer. The metal 
fittings have plum-trees in bloom and willows. The 
conception is derived from poetry. The sword was carried 
by the Empsror Komei (1831-1866), who, being a great 
patron of industrial arts, perhaps had something to do 
with these desigiis so refined. The blade was wrought 
by Shintogo Kimimitsu, of Kyoto, who was a- noted 
swordsmith in late thirteenth century. 

(For ilhtstrafims see Plate IX.) 
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THE SHAEIDEN OF ENGAKUJI, 
Kamakura 

When tlie Zen sect of Buddhism was first introduced 
from Sung early in the thirteenth century, that is, in the 
beginning of the Kamakiira period, it met a kind recep- 
tion immediately among the corn-tiers and government 
officers and many Zen temples were erected both in 
Kyoto and Kamakm-a. In arrangement and form these 
buildings were all of the regular Sung style, which was 
popularly known as the Imrayo (or Chinese style). Un- 
fortunately, such buildings were aU destroyed for one 
reason or another, and the only one architectural example 
left from those earlier days is the Shariden, of Engakuji, 
Kamakura. 

The Shariden (27.11x27.11, Fig. 23) was built to 
receive the relic of the Buddha's tooth, brought over 
from Sung early in the thirteenth century. Hojo Sada- 
toki who was then in power representing the Kamakura 
government is said to have ordered to erect it in about 
1300. Judging from the architectural style of the build- 
ing, the tradition has every element of truth. The Hall 
is five spans square, of double-story construction. It has 
a thatched roof. In all other respects, it has every 
characteristic of the Chinese type {Imrayo) fully realised. 
Its complicated brackets, rafters in radiating formation, the 
most admirably constructed ceiling, and the Shumidan 
(dais) decorated with a repetition of peculiarly-shaped 
mouldings, — ^these are the chief features of this building, 
all soHdly and vigorously executed. 



THE DAIBUTSU OF KOTOKU-IN, 

Kamakura 

Tliis huge bronze statue of Amida popularly known 
as the Great Buddha of K^makiu-a was made in about 
1252. That it is not Kushana (Vairochana Buddha) as 
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in the case of the Daibutsu in Nara, but Amitablia 
Buddha, is typical of Kamakura. While the Nara Buddha 
was built by an Imperial order heavily taxing the national 
exchequer, tliis one of Kamakura was planned by an 
obsciu-e Buddhist monk supported by public sympathy 
and this reflects the spirit of the age. The name of 
the castor is known, which is Tanji Hisatomo, biit the 
name of the maker of the original model is lost. Seeing 
that there were many sculptures in Kamakura produced 
by Kyoto artists of the first order, we may well conjec- 
tiu-e that this great Buddha of Kamakura was not the 
work of a local hand. As the great masterpiece reflecting 
the realistic tendency of the time, the statue has an air 
of democratic approachability and symbolises infinite 
love. It is an eminently successful work. (Fig. 24.) 
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Fig. '2. rthj-Kwann ii. Fa- 
kiirinji (Tokyo Im- 
perial Miiseimij 



Fig. 1. Nyoirin-Kwannon. 
Koryfiji i Tokyo Im- 
perial Miisenm) 




Uyesugi Shigeta'ia. Jleigetsn- 
in ( ■ olcyo Imperial 
Museum) 




Fig. 3. Kicliijoten, .loru- 

riji (Tokyo ImperiaJ 

Museum) 
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Fig. 9. Laadscape, Toji (Sokyo Imperial Museum) 
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Kg. 10. Skecthesaind'Garioatures, Kosanji (Ditto) 
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Kg. 11. Kotures of the Hmigry Ghosts, Sogen^ 
(Toiyo Imperial Museum) 




Kg. 12 Ditto. 




Kg. 13. Story of the Tayema-Mandaia, 
Komyoji (Tokyo Imperial Museum) 



[ V ] 




»X5|^.^:V^.| 




[ VI ] 








M ''■'"'' 




m 


i. 

i 





Pig. 16. Sutra cnse, JNiitmaji 

(Tokyo Imperial 

Museum) 




Fig. 19. Toilet-case, Mishima 

Jiaslia (Tohyo Imperial 

Museum) 



Pig. 17. Karahitsu, Kongobuji 
(Tokyo Imperial Museum) 






Pig. 18. Ink-box, Tsurugaoka 
Haciimangu (Tokyo Im- 
perial Museum) 
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Fig. 20. Haiden. Toshogu (Tokyo) 




Fig.: 21. Main Hall, Sensoji (Tokyo) 
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1. Tsvurugi, Kuramadera. 6. Taohi, Hiye Jinsha. 

2. Taohi, Hoganji. 7. "Wakizashi, Itsukushima Jinsha. 

3. Tachi, Wakasahiko Jinsha. 8. Tachi, Shiwogama Jinsha. 

4. Tsurugi, Shirayamahime Jinsha. 9. Otachi, Putarasan Jinsha. 

5. Taohi, Atsuta Jiogu. 10. Wakizashi, Kongobuji. 

(These are all kept in the Yiishukwan) 
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NIKKO MATSUSHIMA AND HIRAIZUMI 



TflE TOSHOGtJ 



TOSHOGU (Tokugawa Shrine), Nikko 

The fame of Nikko, where the picttiresqueness of 
nature is enchanced by the artistic splendor of human 
work, is world-wide. The two Tokugawa Shrines, To- 
shogu and Daiyu-in, one Shinto shrine, Futa-ara-jinsha, 
and Buddhist temple, Rinnoji, and other buildings are 
crowding at Mkko, and they are all special buildings 
under " state protection." Our description in the follow- 
ing pages is confined to the two shrines of the Tokugawa 
Shogunate. 

The first plans of the lyeyasu Mausoleum were 
laid by his immediate successor, Hidetada, in 1617. 
lyemitsu who followed Hidetada thought of rebuilding it 
on a grander scale in 1624, and ordered his chief 
architect, Kora Munehiro, to carry out his idea. A large 
amotmt of money was expended, and all the feudal lords 
imder the Shogunate government Tied with one another 
to please their master. The whole thing was completed in 
1636. Taking advantage of the natural aspects of the 
locality, buildings of various characters were distributed. 
This style was a kind of compromise between the Buddhist 
and Shinto architecture, and yet original enough to 
be specially termed the mausoleum style. Sculpture, 
painting, lacquer work, metal fittings, composite wood- 
work, and all other industrial arts were made to yield 
their best products in the creation of the Shrines, where 
dazzhng splendor and extravagant gorgeousness defy all 
comparison. 

Where the shopping districts of Nikko terminates, 
there flows the turbulent stream of Daiya-Gawa over 
which spans the saceed bridge to the left, we enter into 
the precincts of the Toshogii Shrines. The old giantic 
cryptomerias on both sides of the long slope almost shut 
off the daylight. When we walk up the winding pas- 
sageway, we come to the broad path leading up to the 
Shrine. To the left we see the five-stobied Pagoda. 

This Pagoda (the first-story of which measures 16 
shalcu square, and whose height is 116) is a re-erection 
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on the old site. The plans were designed by an arcHtect 
called Okubo Kiheiji in 1807. The whole stractm-e is 
not in good proportion, for it is a little too high, but it 
is most skilfully constructed, showing some originality. 

Next, we come to the gigantic granite Torn (23.5 
in span and 28.9 in height), passing which we enter the 
Fbont Gate where the passage turns to the left. On the 
right stand three stoee-houses which are built in com- 
posite form, harmoniously rendered between the storehouse 
style (azekura) and the ordinary palace style. On the 
left there is the sacred stable. At the end of this broad 
path the cisteen is located, which, though small in scale, 
is felicitously built. Turning to the right at this point, 
and passing through the bronze Torii, we come to the 
Revolving Libeaey which faces one of the storehous^. 
The Library is five spans square, double-roofed, and in 
pyi-amidal construction. Ooppsr plates cover it and the 
suaimit is capped with a kind of finial ornament called 
" Hoshu-Roban." The interior is furnished with the 
revolving book-cases. 

Coming up a flight of steps, we see the Bell Towee 
standing in agreeable opposition to the Deum Towee. 
Behind the latter there is a magnificent building, Hon- 
jido dedicated to Yakushi, the Healing God. Where 
tha flight terminates, leading to the last court, the 
YoMEiMON stands, from which the galleeies extend 
further back, eastward and westward. 

The Y6mei-mon (21.9 X 32.5, Fig. 25), two-storied, is 
a gate of three spans provided with one passageway. The 
roof is of the irimoya style, with carved gables, and covered 
with copper plates. The pillars, brackets, balcony, and 
walls are most sumptuously ornamented with all kinds 
of designs and in all styles of carving. The human 
figures, animals, plants, and geometrical forms are carved 
fuU or in relief, high and low, and in openwork. Among 
these, the dragons and lions are most boldly carved and 
the peonies in low relief most elegantly. The ceiling of 
the fii'st story has the dragon in monoclirome and the 
heavenly beings in colors, by Kano Tanyu and his 
brother Yasunobu. The embellishments of this gate aa;e 
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Toshogu aaid KimvGji 




3. 

4. 

5. 

6. 

7. 

8. 

9. 
10. 
11. 



Torii 

Goju-no-to 

Omoteinon 

Jinkyii 

Mizuya 

Shimo-Jinko 

Naka Jinko 

Kami-Jinko 

Binzo 

Honjido 

Koro 



12. Slinro 23. 

13. NisM-Kwairo 24. 

14. HigasM-Kwairo 25. 
1.5. Yomeimoti 26. 

16. .Tinyosha 27. 

17. Kami-Shamusho 28. 



18. Kagurasho 

19. Mizugaki 

20. Mizugaki 

21. KaramojQ 

22. Honden 



2a. 
30. 
31. 



Sakashitamon. 
Baideu 
Karamoii 
Okiisha Hoto 
Shamusho 
Einwoji Hondo 
Kiuwuji Sorinto 
Rinwoji -Kuri 
it'Meo Uomotsukxmm 



Tslames of buildings iu Brevier type are those under " State Protection." 



THE TOSHO&U 

principally sculptural, delicately and elaborately executed. 
Those who study and admire them are hable to forget 
the coming of the dark, so is the gate called "HigurasJii- 
mon " (day-spending gate). The galleries extending from 
the gate are filled with most wonderfully carved figures. 

As we pass through this gate, we see the stoke- 
HODSE for the Sacred Portable Shrine (Shinyo-sha) to the 
left, and the Stage for Sacred Dance (Kaguea-den) and, 
above, the Office Eoom (formerly. Hall for burning 
Goma), are to the right. The Kara-mon stands right 
ahead of our passageway, within which are arranged the 
Hall foe Peayees, the Stone Chamber and the Main 
Shrine, encircled by the Sacred Fence. 

The Kara-mon (10 x 6.25, Fig. 26), though small in 
design, is another gate most extravagantly decorated. 
The roof has curved gables on four sides and is capped 
with the bronze dragon. Dehcate carvings are the principal 
decorations. The columns and panels are overlaid with 
various designs (dragons, flowers, etc.) in rare foreign 
woods. 

The Main Shrine {Honden), 45.5x35, the Stone 
Chamber {Isliinoma, 18 x 31.5), and the Hall for Prayers 
{Haiden, 73.1 x 28) are inside the Karamon. The Hall 
for Prayers comes first in front, and behind it is the Main 
Shrine, and they are connected by the Stone Chamber, 
— which is a happy spscimen of the Gongen style of the 
Shinto architecture. The Hall for Prayers measures nine 
spans by foirr and is surrounded by a gallery. In front, 
it is supphed with a portico. Inside is one spacious 
room flanked by two chambers, the right to be used by 
the Shogun and the left by the Lord Abbot of the 
Shrine. The roof is of the irimoya type with ciddori 
and Jcara gables, and covered with copper plates. Back 
of the Hall, the Stone Chamber leads to the Main 
Shi'ine. 

The Main Shrine measures five spans on all sides 
and is also surroiinded with a gallery. The interior is 
divided into three apartments, outer, inner, and inner- 
most. The roof is irimoya and covered with copper 
plates. In the innermost sanctuary there is the Sacred 
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Shrine most exquisitely executed and most sumptuoixsly 
ornamented (Fig. 27). 

In this special quarter comprising the Hall for 
Prayers, Stone Chamber, and Main Shrine, all the 
imaginative arts and all the technical skill that could be 
commanded in those early Tokugawa days, were most 
ravishly displayed. The constructions are full of variety, 
the general outlines are most elegant, the details are 
rich in originality, and the designs exhaust the powers of 
imagination. If there is anything to be described with 
a train of superlatives, here is the instance. 

Going out of the eastern gallery of the Yomei-mon, 
we come to another gate known as Sakashita-mon, from 
which starts a series of long winding flights of stone- 
steps. When these are finished, we reach the farthest 
recess of the Toshogii grounds, for by passing through 
the CAST BRONZE GATE we are conducted to the mobtdaey 
CHAPEL, behind which upon the five-fold platform stands 
the BKONZE STUPA of lyeyasu, the first Shogun of the 
Tokugawa government. 



THE DAIYU-IN SPIRINE, Nikko 

The Shrine of lyemitsu has its own quarter west of 
Toshog-ii. The slirine designated as Daiyu-in started its 
work in 1651 and was completed in 1653. The architects 
were Kihara Yoshihira and Heinouchi Masanobu. The 
placing of the various buildings in accordance with the 
natural environment was similar to that of the Tdshogii 
Shrine. While the latter contains more of the Shinto 
element in its composition, the Daiyu-in is more Bud- 
dliistic. The scale is not so grand with this shiine, but 
as far as the richness and briUiancy of ornamentations 
are concerned, the one matches the other. 

Entering the NiwoMON, the passage turns left, and 
just where it turns stands the Cistern. Next comes the 
Niten-mon (Fig. 28), the two-storied GATE, and when 
this is gone through there is another flight of steps, along 
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Daiyuin and Futarasan Jinsha 




1. Hotclcedo 

2. Jogyodo 

3. Niwomoi! 

4. Mizuya 

5. Nitenimon 

6. Sodebei 

7. Sodebei 

8. Koro 

9. Shuro 



10. Kwaico 

11. Kwairo 

12. Yaahamon 

13. Mizugaki 

14. Mizugaki 

15. Karamon 

16. Hoiiden 

17. Kokamon 

18. Hoij 



19. Haiden 

20. Karamun 

21. Oku-no-in Hoto 

22. Futarasan Jinsha Haiden 

23. Futarasan Jinsha Honden 

24. l-'utarasan Jinsha 3hamas>u) 

25. Jiijendo 



THE DAIYtJ-IN 

wHch the Bell Toweb and the Dkum Toweb stand facing 
each other. There we conjEront another gate, within 
which there is still another, the Kaeamon. From the 
Kara-mon the saceed pence extends encircling the Main 
Shbine, Hall eor Peayebs, and Cobeidoe {ainomu). 

The Main Shrine (35.3x35.8) is situated farbhest 
back, whQe the Hall for Prayers (56.7x22.5) is in the 
fi-ont, and the two are connected by the Corridor (14.25 
x29.1). It is a modification of the regular Gongen 
style. The Hall for Prayers (I'ig. 29) is 7 spans in front 
and 3 spans to the side, with an irimoya roof, which is 
furnished with ciddori and l^ara gables, and covered 
with copper plates ; in these respects the present Hall is 
just like that in the Toshogii slmne. Back of the Hall 
there stretches a Corridor (Ainoma) of one span front 
and four spans deep, connecting with Main Shrine. 

The Main Shrine is five spans square with a double- 
roof in the irimoya style and covered with copper-plates. 
While the Main Shrine of the Toshogii is Shinto in 
style, the present shrine is Buddhistic not only in style 
but in ornamentation. In the interior there is an ex- 
quisitely designed dais on which rests a miniature shrine 
somewhat looking like a double-roofed Buddhist building. 
It goes without saying that this shrine too was the 
efflorescence of all the artistic skill of those days. 

This group of the buildings, including the Hall for 
Prayers and the Main Shrine, is varied enough in its 
outward forms, and decorations, outside and inside, consist 
principally in the use of gold-foil on the lacquered 
ground. The columns, beams, and brackets have geomet- 
j-ical cai'vings interlaced with floral, animal, and angelic 
designs, — in all this, this Shrine somewhat differs from 
the Toshogii which is principally embelhshed with 
gorgeous colors. 

When we ascend a winding staircase back of the 
KoKA-MON in Clnnese style which is erected at the north- 
east corner of the Main Shrine, we finally reach the 
farthest recess of the precincts. Here stands the mobtuaey- 
CHAPEL and behind it the beonze-gate leading to the 
BEONZB STUPA of lyemitsu, the third Shogun. 
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ZUIGANJI, Matsushima 

The old Msforic bmldiBgs that come specially under 
the "state protection" in the city of Sendai are the 
Shinto shrine of the OsAKi Haohimangu and Taku- 
SHiDO of Kokubunji, one of the ancient "state temples," 
both of which were erected by Date Masamune, Lord of 
Sendai, and are examples of elegance and strength. 
Besides these two, there are at Matsushima the Buddhist 
temples, Zuiganji, and Godaido both of which belong to 
the Momoyama era and were rebuilt by Masamune. 
Especially, the main buildings of Zuiganji situated in the 
midst of a iiue landscape, is a splendid work typical of 
those times. 

The firsb establishment of this Zen-temple was in the 
year 828, which was later in 1609 reconstructed by the 
order of Masamune. What are now left of those build- 
ings are Middle Gate, {Ghumon), the Onarimon Gate, 
the Main Hall {Hondo), the Residential Building 
(Kitri), the Galleries (Kwairo), etc. Of all these, the 
Main Hall (125 x 79.5) stands foremost in design and 
execution, and is a model specimen of architecture 
of this sbyle. It is a great single-story construction with 
an irimoya roof which is covered with tQes. The 
spacious central room and the upper are worthy of 
study, and the sculpture on the door-panels and friezes 
show vigor. The entrance porch located in front of the 
Hall and towards the left, has the shape of the letter 
Z in the plan. The roofs show variety ; sculptures and 
mouldings are bold and freely used. (Fig. 30.) 



CHUSONJI, Hlraisumi 

This Buddhist temple was first founded in the 'year 
850, and its rebuilding took place early in the twelfth 
centm-y by the order of Fujiwara Kiyohira, when it 
consisted of gxand edifices. At present, the Konjikido 
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and the Kyodo are the only two buildings reminding of 
the past splendor. 

The KoNJiKiDO (or Golden HaU) was -constructed in 
1124 by the order of Pujiwara Kiyohira who wished it 
to be his own mortuary. The scale is small, but the 
whole building stands as a sample of gorgeous ex- 
travagance achieved by all the technical skill and artistic 
imagination that were available at the time. It was 
quite unusxml of him, however, to have his own burial 
place built even before death. 

The Golden Hall (12.28x18.28) measuring three 
spans each side is a one-storied square building. The 
Naijin or inner sanctuary (Fig. 31), occupies the centre 
of the interior, one span square, and the encirchng 
part constitutes the Gejin (outer circle). The raised 
Buddhist dais stands in the middle, occupied by the 
Amida trinity, two guardian gods, six Jizoes, and the 
other fig"ures. Inside the dais is placed the coifer 
containing the remains of the donor, Fujiwara Kiyohira. 
Behind the central dais, on either side, there are two 
more dais with Buddhist fig-ures on them. The right 
one contains the remains of Motohira, son of Kiyohira, 
and the left are those of Hidehira, son of Motohira. 
They were both placed here successively after the death 
of the founder, and in the decorations on the dais one 
can trace their successive changes in workmanship. 

While this is an unpretentious building as far as 
size goes, the ornamentation is quite representative of the 
art of the age, and on thfl.t account it is a most 
valuable specimen. Both outside and inside the Hall is 
lacquered. The exterior has gold-foil on the lacquer 
ground, whereas the interior is furnished in maMe 
inlaid with mother-of-pearl, and covered with gold-foil; 
it is also highly fitted with all kind of metal work. The 
i-aihngs of the central dais are veneered with some 
foreign wood on which are inlaid decorative flowers in 
mother-of-pearl. The elegance and dehcacy of the entire 
embellishment is far superior to anything in history, 
and fully displays the characteristics of the Fujiwara 
period. 
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In 1288, Koreyasu, the Shogun of tlie time, designed 
a super-structnre to protect the whole building of the 
Konjiki-do. , 

The Kyozo, or the Sacred Library (25.5 square) 
was established in 1108, and of double-roof style. But 
it was burned down in 1339 resulting in the loS3 of the 
upper roof. At present, shelves are placed inside on 
which the Sutras are arranged. In the middle there 
stands an octagonal dais. The contents here aje all 
relics of the olden times. The Buddhist books (or 
Sutras) contained in the boxes are of three sorts : those 
copied on dark indigo gTOimd with gold pigment, and 
those copied with gold and silver pigment, and those 
printed. The pictm-es iiiside the cover of those iirst two- 
classes of suti-as are excellent examples bequeathed by 
late Fujiwara. Besides these, there are other rehgioas 
articles preserved in the Library which are of the same 
age and value as the building itself. 

The Saishowo-Mandara picture kept in the Benten- 
do is painted on the same material and with the same 
technique as noticed in those pictures of the sacred 
manuscripts. They are of course all contemporary pro- 
duction. 

In the Sacred Storehouse, there is a glorious example 
of Eujiwara Buddhist art. The wooden image of Ichiji 
KiNBiN typifies the ideal form of elegance as conceived 
by the Fujiwara period, even attempting to appeal to 
our sense of reality. While it is quite an unusual 
thing to paint the body of the Buddha in flesh color, 
the artist inserted crystal eyes to make the statue more 
realistic, something altogether unique in those days, but 
a natural thing for this image to be so treated. Except 
the face, all the other colorings have been renovated by 
a modern artist, the result of which is damaging. It is 
interesting to see that the sacred crown with openwork 
in gilt-gold and with a gem insertion, and the canopy 
in colored wood, are preserved just as they were in those 
early days. (Fig. 32). 

In the Storehouse, there are several other rehgious 
articles reminiscent of the Fujiwara period, and, therefore, 

[ 26 ] 



CHUSONJI 



worthy of careful sbudy, among which we may mention 
the ancient baldachin of pure Fujiwara style that was 
once hanging over the main object of worship in the 
Golden Hall. 
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Fig. 25. Yomeimon, Toshogu (Nikko) 




Fig. 26. Karamon and Hall for Prayers, Toshoga (Nikko) 
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Fig. 27. The Sacred Shrine, Toshoga (Nikko) 




Fig. 28. Niten-mon, Daiya-in (Nikko) 
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Fig. 29. The Hall for Prayers,vDaiyu-in (Nikko) 




Fig. aO. 1 he Entrance Porch and Main Hall, 
Zuiganji (Matsushima) 
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Fig. 31. The iimer Sanctuary of tlie Golden Hall, 
- Chusonji, (Hiraizumi) 




Pig. 32. IcMji Kinrin, Chusonji. 
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KYOTO AND VICINITY 



THE JMPEEIAL MUSEUM 



THE KYOTO IMPEEIAL MUSEUM 



I. SCULPTURE 

Nyoiein-Kwannon, wood (Fig. 33). Kcryuji. — 
The statue is carved out of a solid piece of wood. The 
cheek is lightly supported by two fingers of the right 
hand, assuming a meditative attitude, while the tody 
rests on a pedestal with the right foot on the left knee. 
There is something primitive in the straight, stiff posture, 
yet the thin face, slender limbs, and delicately-carved 
drapery suggest a height of elegance and refinement. 
It is a work of the seventh century modeled after the 
Korean style of sculpture. The long eye-hds and the 
large mouth are the points not to be observed in other 
sculptures of this type. 

MiEOKU, a clay statue (Fig. 34). Koryuji. — ^A 
considerable rise in the brow spreads over the whole 
countenance a certain air of spirituaHty. By making 
slenderer the lower parts of the body, the sitting posture 
grows elegant, while by giving sharp elevation and strong 
flow to the lines of the drapery, the whole figure gains 
considerably in serene dignity. When Nara art was 
influenced hy mystical Buddhist art, the elegance of the 
former style now turned into the forcefulness of the latter ; 
for one of the peculiarities of the mystical Buddhist 
sculptures was to carve on a soHd piece of wood, to which 
is imparted a tone of austere severity. However, as the 
fullest development of clay modelling is to be sought in 
the Nara period, this statue is most likely a work of 
early Heian in the eighth century. 

Masks of the Twelve Gods, wood. Kycwo-gokokuji. 
In the Shingon Sect, the portrait pictures of the twelve 
gods are extensively used, but we have never yet heard 
of the existence of their portrait statues. Even as masks 
the present ones are the sole example. Masks of all 
kinds were used in dancing or on ceremonial occasions, 
but it is said that this temple was the only place where 
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masks of the twelve gods were adopted. They were made 
use of when the completion of the original five-storied 
tower which is no more now was celebrated sometime 
between 824 and 833. Originally, there were twelve, 
but we have at present only seven of them left. As 
said before, the making of these masks was a unique 
feature of the temple where they have been preserved, 
and naturally they have as sculptures a cei-tain mixture 
of native taste. They are the forerunner of this kind of 
Avork in this country. 



II. PAINTING 

The Ingwa-Kyo (Siitra of Cause and Effect, in one roU) 
(Fig. 35). Ilo-on-in. — The Jataka tales of Shakya furnished 
good motives to artists in India as well as in China, not 
only for religious purposes but for their artistic signi- 
ficance. The present copy was probably the first of its 
kind, that is, of a roll which is made ivp of texts and 
illustrations arranged the one under the other, according 
to the Siitra of Cause and Effect. The date is no doubt 
during the Nara period as the colophon states ; but since 
the figures, dress, and other objects depicted in the roll 
retain some of the customs of Norbhern China prevailing 
iu the sixth centm-y, it is to be concluded that there 
existed a Chinese original from wliich the present work 
Vv'as copied. This form of arranging texts and illustrations 
finally culminated in the production of Yemaldmono 
psculiar to Japanese art. 

The Ingwa-Kyo (in one roU). Jcbon-rendaiji. — 
This is a part of the same work as tlie one described 
before. That of Ho-on-in is a section of the third division 
of the Siiti'a whereas the present copy forms a section in 
the second division. 

The Woeld-Mandaba (Fig. 36). Jingoji. — The 
principles of the Shiagon Buddhism are, besides its 
scriptural texts, graphically presented in the Mandara 
pictvu-es, of which these two here presented are the 
fundamental ones, the two making a set. The material 
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used is a special kind of silk called "Aya" on whicli 
the figui'es ai-e drawn in gold and silver. Gold is used 
to paint the principal figures as well as the essential 
parts in the pictures, while silver is reserved for dresses 
and ornamente as a sort of supplementary coloring. The 
Buddhists read some mystical meanings in these separate 
uses of the colors, but, artistically speaking, this is an 
appropriate method in the harmonious arrangement of 
the ground-color and the colors used in painting. Accord- 
ing to the tradition, the pictures were completed in this 
temple by Kxikai in 821. 

The Five Daihikiku-Bosatsu (Fig. 37). Dai-yen- 
in and other 18 temples. — These Bodhisattvas are mention- 
ed in the Ninno Sutra, and when the rite called by this 
name is performed in order to pray for peace and 
freedom fi'om calamities, these pictures of the five gods 
are produced. Since Kukai first performed the rite at 
Toji it became customary for this temple to do the service 
as one of the most important mystic rites of the Shingon 
Sect. The present pictures were thus once hung in the 
Lecture Hall (Kodo) of Toji, which were, however, later 
on removed to Koyasan. The size of the portraits is in 
keeping with the gigantic strucfcm-e of Toji. Avoiding 
all unessential decorative particulars, the artist concentrat- 
ed his eiforfcs on the presentation of the superhuman 
power which was supposed to be in possession of the 
gods. The wrath which will terrify all the evil ones 
away is realistic enough even to frighten us. Among all 
the gods of wrath belonging to the " Destructive Depart- 
ment " of the Shingon, these are yet the most powerful 
ones as reminding us of the days of Kiikai. We have 
at present only three left of the five. 

Yemmaten (Fig. 38). Kwanchi-i7i.—1h.e features are 
noble and refined, and in the eyes there is an expression 
of quiet melancholy, while the clothing is bright and 
gorgeous. The entire presence is that of dig-nity. This 
is in harmony with the spirit of the Shingon, whose 
outward manifestations are resplendent with light and 
color, and yet in whose philosophy are Hdden deep things 
of the universe. The calm melancholy then changes into 
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loving-kindness, and tlie noble refinement becomes grace- 
fulnes3, and finally the dignity grows softened even to 
approacliability. The present pictm-e is thus historically 
important as showing the process of this evolution. More 
than that, it is an artistic creation, entitled to a very 
high rank. Hence its value in the history of Japanese 
art. The tsmple tradition ascribes its authorship to Teri- 
Sodzu, for which we have no positive p-oofs yet. Its date, 
however, may have been synchronous with the age of the 
supposed author, that is, in early Fujiwara. 

FuDO (Fig. 39). Seirenin. — There are several noted 
Fudo pictures still in existence; excepting those colored 
red or yellow and with other special features, the present 
one is the master-piece of aU Fudo pictures generally. 
One of the essential symbols characterising the power of 
this god is the flames enveloping the body, and these 
are what raises this picture above all others ; for they 
really remind us of a burning, scorching fire. Among 
the Buddhist painters in the Fujiwara period, there was 
one, who, mastering the art of representing fire by natm-e 
study, succeeded in the picture of Fudo. Perhaps the 
author of the present Fudo too may have gained his 
idea by actually studying the real object, and his date 
was in middle Fujiwara. 

The Buddha Rising feom the Golden Coffee 
(Fig. 40). Ohobbji. — The Buddha cremated rises again, 
fully transfigured and enveloped in the radiance of a 
supernatural light. All his disciples around the golden 
coffer from which the master is seen showing liis half 
body, are struck vsdth joy and wonder, with reverence and 
worship. The picture depicts this scene of the supreme 
moment. The bright, glowing color enhanced by the 
gold dazzles the eye, and in the midst of which there stands 
the Buddha serene and dignified, transforming the whole 
picture into one of inexpressible beauty. The depiction 
of such a scene as this is the monopoly of Buddhist art 
as much as that of Buddhist sculpture. And the pride 
of the Fujiwara period consists in its having imparted 
to this sort of depiction the element of beauty and 
elegance. It is difficult to fix the date to the present 
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picture, but we may conjecture its being middle Fujiwara. 

Buddha's Enteance into Nikvana (Fig. 41). Kon- 
gdbuj'i. — The rite of Nirvana commemoration was ancient- 
ly performed at TamasMnadera, the example of which 
wag soon followed by other temples, and the picture now 
before us was used on such occasions, and is the oldest 
of those whose dates are definitely known. The inscrip- 
tion in it reads, " Copied in the third year of Otoku " 
(1086)." Compared with other Nirvana pictures common- 
ly known to us, this one has less figm-es and animals 
siuTounding the Buddha ; besides, its composition lacks 
in detail. But enough power is reserved in its depiction 
and in its figures to fiU up the entire canvas, however 
large it may be. Grief and lamentation is not exag- 
gerated, each gives an appropriate expression to the 
feehng. What is most noticeable in this picture is that 
while gold pigment and gold filigree bands were most 
extensively applied for ornamental purposes in those times, 
the author of the present picture seems to have refrained 
from their use except on the central figure, psrhaps lest 
they should interfere with the general effect of sorrow. 
In short, it leaves nothing more to be desired in re- 
presenting a scene of sorrowful tranquillity suitable to the 
occasion of the Great Sage's death. 

The Twelve Gods (Fig. 42). Jingoji. — This pair 
of folding screens was painted in early Kamakura, that 
is, towards the end of the tweHth century, by Takuma 
Shoga who started a new movement in Buddhist art. 
The figures are now horizontally arranged, which is a 
departure from the sitting posture of the old school. 
The lines are vigorous, the colors are gorgeous and full 
of contrasts. The air of tranquillity that prevailed in the 
preceding style is now transformed into one of movement. 
When this innovation was introduced, it not only became 
the model for all the succeeding Twelve Gods, but 
established a new school to ba known as Takuma. 
These paintings are thus also historically important. 

Taiea-no-Shigemoei, Minamoto-no-Yobitomo, and 
FajiwAEA-NO-MiTSUYOSHi (Fig. 43). Jingoji. — ^Both the 
Taira and the Minamoto family arose from the warrior 
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class. When they came in power replacing tlie Fujiwara, 
the new figures stood in snch contrast to the old court 
nobles that artists found it necessary to create a new 
type of portraiture. These two portraits, Shigemori _ and 
Yoritomo, representing leaders of the two warrior famihes, 
may Be regarded as excellent precursors of the new style. 
The dress is entirely that of a coiu-t noble, but the frame 
and features, how different from those of the nobleman ! 
A manly and forcible character, as leader of warriors, 
shines out of every line, — such a contrast to the e£feminate 
and sentimental court literati. Even in Fujiwai-a Mitsu- 
yoshi, a nobleman pure and simple, something of the new 
school vigor is to be noted. The author is recorded to 
be Fujiwara Takanobu (1142-1204), almost a con- 
temporary of the subjects of the portraiture. 

Illustrated History of Kitano Tenjin (Fig. 44). 
Kiinno JinsJia. — Sugawara Michizane, popularly worshiped 
ii'z, Kitano Tenjin, was an rmforfcunate statesman-schola,r 
in power during the Yengi era. After his death, he 
was regarded as a superman in possession of miraculous 
virtues. The spuit of the time which was greatly imder 
the influence of the Tendai Buddhism had a gTeat deal 
to do with this deification. During the Kamakura era 
it was customary to an illustrated record of the hfe of a 
great religious leader, whose wonderful career full of 
miracles was the subject of deep popular reverence, and 
no doubt the present yengi, rich in sup3rnfl,turalism, started 
the fashion. The most dramatically interesting chapters 
of the whole volume recording the hfe of Michizane, 
were ; first, when he, becoming an exile, had to lead a 
lonely life in an obscure part of the Empire where he 
thought of the past glory and the Imperial favors, now 
symbohsed by the com-t dresses vainly lying before 
him ; and second, when he was transformed after death 
into the god of thunder and hghtning and enabled to 
vent his unforgetable ire upon his enemies still alive. 
The two extremes, his downfall and his resun-ection as 
god, naturally fni-nished the best themes to the artist, 
whose interest in them is thus observable in the picture 
here. In the inscriptions the words " The present time " 
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occur where the events between 1219 — 1221 are il- 
histrated, from which the date may be infeiTed. Fiiji- 
wara Nobnzane is by tradition the author, hni except for 
the fact that he was then alive, the work does not seem 
to be his. After this, the Tenjin worship grew more 
and more popular, and there were produced many 
illustrated records of his life, all of which were more or 
less, reproductions or imitations of the present original. 

MONJU CBOSSING THE OoEAN. Kodcd-in. — The Son- 
sliodarani, a mystic work, was introduced from India 
into China under the T'ang dynasty, and became the 
centre of popular faith, for it was now carved into stone 
tablets and erected all over the country. Besides, the 
events attendant to the introduction of the dharani were 
made subjects of painting. Japanese Buddhist scholars 
are also recorded as having brought the mystic tract 
over from China, and the pictiu'e before us is the oldest 
of such ones left to the present day. It v/as made in 
early Kamakura. The waves are rolling almost all over the 
background, and Monju, the central figure of the dharani, 
is accompanied by Buddhapali and other attendants, 
as if they were arriving from the land of Eternity. The 
vigorous lines show the influence of the Sung style. 

Kegon Engi. Kcsanji. — The propagation of the 
Kegon Sect in Korea was chiefly due to the efforts of two 
great Buddhist priests who travelled in China to study 
its teacliings. The roll now before us is a pictorial 
record of their long hazardous journey. We have at 
present six rolls lefb out of an unknown number. Owing 
to loss and transposition even in them, the original 
form is difiicult to recover. The religious jom-ney of the 
Korean priests seems to have been filled with heart- 
stirring episodes ; for there are scenes ghostly enough to 
make one's flesh creep, and tales illustrating the usual 
laws of causality based on love. The task of rendering 
the foreign story into a panoramic pictiu-e roll, especially 
in early Kamakura, must have been attended with 
exti-aordinary labor. But the Sung pictures, and in 
particular iiuddhist pictures in monochrome which had 
been already . making their way to Japan, must have 
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been a great help to the arbist, who makes appropriate 
aiTangements of sketchy strokes and various forms finish- 
ing up the whole in a delightful manner. When the 
present rolls are compared with the " Fifby-five Scenes 
from the Kegon," of Todaiji, whose sources were all in 
China, the critic will understand what I mean in the 
above statements. 

The Amida Trinity eising ovee the Mountain. 
Konkai-Komyyi.—T^Q Golden Amida accompanied by 
Ms attendants^ Kwannon and Seishi, reveals himself over 
the edge of the mountains. This was, says the legend, the 
vision which appeared to Yeshin Sodzu (1011-1093) who 
transferred it on silk. The picture symbolises the height 
of the rehgious consciousness reached by the Japanese 
followers of the Pm-e Land doctrine ; for Amida now 
reveals hiaaself here to assure them of his merciful 
reception. This miraculous trinity is represented with 
gold through and through, even the smaller patterns on 
their dresses are rendered in gold on a golden ground,^ 
the cHmax of majestic inspiration. It is the record not 
only of the achievement of the Pore Land faibh in 
Japan, but of the highest period reached by Buddhist 
arb in the depiction of the most august subjecb. The 
date is early Kamakura, and the most representative one 
of the time. 

Landscape (Screen). (Pig. 45). Jingqji. — The ancient 
Yamato school did not forget making natural scenery one 
of its themes, but its principal interest was laid in 
painting dwelling-houses surrounded by spacious parks. 
In the present screen not only the dwelling-house is 
painted minutely from its architectural aspect, but the 
garden is also in a most exhaustive manner represented 
with all its artistic designs. When the Kamakura period 
passed its meridian, the style of painting grew finer and 
more delicate : and this characteristic feature appeared 
also in depicting trees, and architectural drawings made 
notable progress. While in the Yemakirnono this evolu- 
tion is to be traced, nothing surpasses the present screen 
in its most exhaustive application of the art on such a 
canvas. The screen was preserved in the Shingon 
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temple where the baptismal rite was performed. 

Pictorial Biography oe Ippen Shonin (Fig. 46). 
Kwangikyi (or Bokujc-Dojo) — ^Ippsn who belonged to 
the warrior class of lyo, spent all his religious life in 
itineration exhorting the paople to invoke the Buddha's 
name for their future welfare. This itineration was a 
featm-e parhaps peciiliar to the Buddhism of the age. 
Ippen who was the founder of a sect called Ji, thus 
naturally travelled far and near, all over the coimtry, 
endeavoring to induce as many people as possible to the 
blessings of the Pure Land. This pictorial record of his 
life is really a journal of his ti-avels full of shifting 
scenes. While his life-incidents move comparatively 
within a small compass, the natural surroi;ndings making 
up their backgrounds are presented here in most varied 
forms. Each scene is a bird's-eye-view, and in each the 
peregrinating monk recurs as one from nature. As one 
of the devises of emphasising nature, every possible 
transformation of vapor is depicted, as mist, or fog, or 
hazy atmoshpere, in which a new interest is awakened 
each time. The greater is nature, the more insignificant 
appears the man, and in proportion his movements are 
lighter and more varied, — which is also a peculiar feature 
of these rolls. The rolls in all are twelve, one of which 
the seventh, is a copy. The last roll has this inscription : 
"The tests are by Shokai, disciple of Ippen, and the 
pictures by Yen-i, in the first year of Shoan (1299)." 
The painter, Yen-i, is mentioned nowhere else, nor is his 
life known to us. But judging from this great work, 
he ranks as one of the immortals. 

Pictorial Account of Ishiyama. Isliiyarna-dera. — 
Tliis Yemakimono is made up of the various miraculous 
deeds of Kwaunon who is the main body of worship at 
this temple. Of the seven rolls in all, five were produced 
in late Kamakura, and the remaining two were comple- 
mented by a modern artist. While they record world- 
saving incidents of Kwaunon, the compositions are varied 
and the strokes are excellent with which the general 
customs of the day are most entertainingly described. 
The colors axe briQiant and refreshing, and refined is the 
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style of painting, — wMch entitles tMs as one of the 
masterpieces of those days. Those supplanted by Tani 
Buncho (1764-1804) are good imitations of the old 
style. 

Pictorial Life of Honen Shonin. Ghion-in. — 
Honen Shonin (1133-1212) was the founder of the Jodo 
Sect, and this pictorial hfe of his was produced early in 
the 14th C3ntury by the wish of the Emperor and comrfc 
nobles of the day. In accordance with the number of 
the prayers originally made by Amida himself, there are 
48 rolls of these pictm-es. They are thus the largest of 
the Yemakimono now in existence, and it was natural 
that many artists took part in their completion. But the 
result was that the chapters beginning with the birth of 
the founder and ending with his ordination are fine, while 
the following, as they approach the concluding chapter, 
gi'ow less and less so. As the harmonious use of lines 
and colorings abeady reached a high order of excellence, 
these rolls show each in its own way a certain degree 
of success in depicting the interior scenes as well as the 
natural surroundings. 

Landscape (Fig. 47). Manju-in. — ^The author, Ses- 
shu (1420-1506), was a Buddhist priest who went to 
Cliina to study its landscapes. When he came back to 
Japan, his work was no more the imitation of Chinese 
art as was the case with the Japanese artists before him. 
Their models were the Chinese pictures in black-and- 
white produced under the Sung or the Yiian dynasty. 
But Sesshu ceased to copy fi'om the models, and made 
the first attempt to leai'u ft'om nature. This caused a 
great stir in the artistic world of Japan then. Sesshu 
owed, however, a great deal to Kakei (Hsia Kuei) of the 
Art School, of the South Simg dynasty, in his methods 
of depiction, in his composition, and in other matters, all 
of which are traceable in the landscape picture before 
us. The spirit of Kakei was thoroughly understood by 
Sesshu, yet the latter surpasses the master in his imique 
way of reproducing the refreshing coolness of the summer 
scene or the shivering loneliness of winter snow. His 
masterpiece is no doubt the " Great river ten thousand 
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miles long " in possession of Prince Mori, but the one 
in front of us, however small, must be said to be 
another masterpiece second only to the one just referred to. 

Pine Teee and Hawk. Manju-in.—This has the 
seal and signature of Sesson, a sixteenth century artist. 
His favorite subject was landscape, and it is quite un- 
usual to have this from his brush. His landscapa 
pictures are Japanised variations of Sessliu, while his 
birds have something of Chinese in their dehneation. In 
his days, there were many that were interested in hawk 
pictures, and even the warriors were delighted in the art 
as a secondary occupation. But there are really none 
that can be compared with the present picture of a hawk 
by Sesson, for this is, as a monochrome picture, rich in 
varieties of shadings and quite easy in the use of the 
brush. 

Landscapes, Flowees, and Bieds (Fig. 48). Bei- 
un-in. — Toward the end of the Ashikaga period, 'Kei-un- 
in, one of the temples belonging to MyosMnji had all the 
sliding-screens in its rooms decorated with paintings. 
The building itself stiU stands with some alterations, but 
to preserve the pictures in more favorable conditions, they 
were peeled o& the panels and made into the kakemonos 
as we see them here. They are forty-nine in number. 
Some are in monochrome, others are slightly colored, 
according to subjects. The Chinese pictures doubtless 
served the artist as models for his landscapes, flowers, 
and birds ; but in composition as well as in expression 
there are traces of Japanisation. The reason why Moto- 
nobu (1476-1559) grew to be the father of the Kano 
school, may be foimd partly in the conditions of the 
time, but is mainly due to his Japanising abilities. How 
far he succeeded in this, will readily be seen in these 
kakemono. 

Peonies, Kanzan and Jittoku, the Three Sages 
TESTING ViNEGAE. Mi/osJiinJi. — The author Kaiho Yusho, 
(1533-1615) belonged to the warrior class, and his master 
was Kano Yeitoku. He was best known among all the 
disciples of Yeitoku for his vigorous strokes. His brush 
moved with the sureness and rapidity of his spear, for 
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the use of whicli he gained an unparalleled skill. This 
vigor, energy, and lightning quiclmess are noticeable in 
the peonies. This style, together with the use of the 
fewest strokes in the representation of a figure, comes 
from Kyokai (Liang Chieh), of South Sung dynasty. But 
the originality of the present artist lies in his application 
of the art to the decorations of a great building, instead 
of merely depicting, as in the case of Ryokai, scenes of 
momentary import. These pictures stand foremost as 
representative specimens of his great decorative style. 

Oak-tkees and Hawks, Reeds and Herons. (Pair 
of six-fold screens.) Daitolmji. — The rise of the Soga 
school was in middle Ashikaga, and its line continued 
until the Tokugawa period. It produced many master- 
hands, the last of whom was the present author, Nicho- 
ku-an, the characteristic features of this school are the 
distinctive use of black shadings (notan) rather than their 
soft gradation, and in consequence the prevalence of 
vigorous sti'okes and clear-out composition. To make the 
best use of these features, the artists were delighted to 
find their themes in ferocious birds of prey or in roaring 
rapids. In these screens which are the representative 
work of Ms, the author resorted to the conventional 
subjects of his school, but at the same time he availed 
himself of those of another school ; and by contrasting 
them, that is, by skilfully aiTanging hard and soft lines, 
strong and faint shadings, he succeeded in emphasising 
the general atmosphere of vigor and severity. 

The Wind-god and the Thundee-god (Fig. 49). 
Kenninji. — These god^ originally belonged to Buddhism, 
and when they were pictured they did not occupy any 
higher rank than being attendants to Kwannon. It was 
not until the master Sotatsu painted them in these 
screens in a most life-like manner that they became 
independent gods. Before Sotatsu, the Yamato school 
which, by emphasising the importance of coloring too 
much, put unnecessary restrictions on the free use of the 
brush, was on the verge of disappearance. The present 
author invented a new method of coloring by some 
original way of drawing, — which led to the revivification 
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of the school. By some exquisite use of the brush and 
the mixture of black and gold, he managed to express the 
idea of sublime splendor and power, which are symbols 
of these gods of storm and thunder and lightning. The 
delicate Yamato school thus turned into one of vigor and 
manliness. The pictures of Sobatsu are generally full of 
a revolutionary spirit, and the foremost of all the present 
one deserves its well-earned reputation. 

The Seven Patkiarchs cf the Shingon Buddhism 
(Fig. 50). (In seven Kakemono). Kyowo-golcokuji. — 
These are portrait pictures of Nagilrjuna, the founder of 
the Shingon Sect in India, and his six successors in India 
and China. Five of the seven, excepting Nagarjuna and 
Nagabodhi, were brought by Kukai from China in 806. 
Kiikai got his Shingon Buddhism from Keikwa (Hui 
Kuo), one of the patriarchs, and himself became the iirst 
Japanese patriarch of the Sect. These five portraits came 
from the master hand of Rishin (Li Chsn), of the T'ang 
dynasty, who was a renowned artist towards the end of 
the eighth century. While there is something reahstic 
in the features of those holy priests suggesting the artist's 
study from life, they are expressive of serene dignity, and 
their spirituality commands the beholder's respect. With 
some of his subjects, the artist was contemporary, while 
some others were not so very far away from his time. 
For this reason he probably had access to some rehable 
materials for his portraits. There is an application, 
however imperfect, of perspective in the drawing of the 
pedestals, quite an imusual thing for a T'ang artist. 
This suggests the influence of foreign art. The portraits 
of Nagarjuna and Nagabodhi are, according to the 
tradition, by Kiikai himself. It was possible that they 
were painted under his personal direction. The Sanskrit 
characters in " Shittan " and the Chinese in " Hihaku " 
style which are inscribed in the pictures come from the 
brush of Kiikai, and are the first records of these styles 
as they were introduced into Japan. 

Shaka-Teinity. Tofukuji. — The art of imparting an 
active air to the rigidity of Buddhist portraiture thi'ough 
a combination of strong heavy Hnes and gold colorings, 
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most flourished in the South Sung dynasty. Owing to 
the evokition of lines in monochrome, even the con- 
ventionalism of religious paintings had to give away and 
among the pictures thus produced the one before us is 
the foremost work of arb. With the change in the mode 
of deHneation, change came also in the subject itself, and 
sup3rhumanism gave away to humanism. This Shaka 
trinity, though reporbed to be by Godoshi, is probably 
a work of South Sung ; for except the wavy hnes on the 
skirt of Shaka's Keaa robe, which remind us of the age 
of Godoshi, everything else in the pictures exactly repro- 
duces the South Sung. 

Five Hundeed Aehats. DaUolcuji. — With five 
Arhats to each kakemono, the complete set consisted 
originally of one hundred pieces of kakemono. While 
their ownership was being transferred from a Buddhist 
temple in Kamakura to Toyotomi Hideyoshi, and from 
Hideyoshi to the present possessor, Daitokuji, after going 
through in the meantime a few more changings of hands, 
six out of the one hundred were lost, and recently twelve 
of tha remaining ones were sent to Boston Art Museum, 
thus leaving eighty-two out of the original set of one 
hundred kakemono. Judging from the old inscriptions 
on several of them, the pictures were produced in 1178 
by public donations under the auspices of the resident- 
priest of Kei-an-in (Hui-an-yuan), of South Sung. As 
artists two names are given, Shu-ki-jo (Chou Chi-chang) 
and Rin-tei-ke (Lin T'ing-kuei), wHch correspand witb 
the two different styles of painting to be observable 
through the set. It is, therefore, likely that these two 
artists finished all the one hundred pictures between 
themselves. Their efforts deserve admiration, seeing that 
there are enough varieties not only in figures, but in 
their landscaps backgrounds. 

Kujaku-Myowo (Fig. 51). NinnajL— The mystic 
rite to be performed in the presence of this god was of such 
importance that it was to be regarded as state service : for 
its performance was the sole privilege of the head-temple 
of the Shingon Sect. The god thus came to be the 
object of worship from an olden time, but the present 
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picture is one of the few worthy survivals from .imong 
many others. The majestic peacock spreading its tail 
has a lordly dignity, over which rides the "god fully 
decorated. This has been regarded as the best specimen 
of Buddhist paintings in gorgeous colors, which are even 
to this day impressive enough to make this picture con- 
spicuoiTS of all the rest of its kind. The features and 
general form suggest its Chinese workmanship, of late 
South Sung. 

KwANNON, Monkeys, and Ceane (Fig. 52). Daitolmji. 
— Mokke (Mu Chih) the author of this picture was a 
Zen monk who thoroughly understood nature and her 
ways of shaping mountains, streams, and other objects 
of nature, especially those in the Hsi-Shu district. Tliis 
understanding spirit pervades aU his pictures. He was 
really a great wonder in the Chinese art world, but 
strangely his real worth was not universally appreciated 
in China as in this coimtry except in such provinces as 
where Zen prevailed. As a result, his creations were lost 
in his own land, and are to be found only in Japan, 
where there are a goodly number of them. Of these, 
however, the greatest work deserving the utmost admi- 
ration is this triptych of Kwannou in the centre, and of 
monkeys and a crane at either side. Even in the 
dehneation of mere rocks and trees, there is something 
unapproachable by human beings, reminding as of nature 
as she is in the remotest parts of the Hsi-Shu. On the 
other hand, Kwannon is the personification of mercy, and 
the monkeys and a crane are enjoying their natural life 
quite unconcerned with human worries. The pictures 
breathe the atmosphere of religious repose and sublimity. 
According to the inscription, the original owner was 
Ashikaga Yoshimitsu, a Shogun, whose date was about 
a century later than Mokke the artist, fi'om which it is 
evident that his works were then already in Japan. 
How the present triptych was valued is seen from its 
splendid mountings made up with rare pieces of gold 
brocade. 

Landscape, in Autumn and in Wini^er (Fig. 53). 
KoncM-in. — Originally there ought to have been four of 
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these kakemono, for we have a similar piece depicting 
the landscape in summer, in possession of Minobusan, 
Kai. The lost one is that for spring. The make-np of 
these two landscapes is simple and broadly suggestive, 
leaving much to the imagination. A larger view of 
nature peeks out from the canvas, as we look at ths 
picture. The figure leaning against the tree follows with 
his eyes the crane about to disappear beyond the clouds, 
whereas in the winter landscape the Taoist philosopher 
with a cane in his hand is absorbed in gazing at the 
bush-bamboos covered with faUiug snow. Both seem 
apparently indiiferent to a greater nature extending right 
before their eyes, but as to great Nature herself she 
goes her own way serenely transcending all petty con- 
cerns of humanity. Such landscapes highly tinged with 
mystic imagination must have been produced in those 
regions in China, that is, in the Liang-Cha or the 
Chiang Nan district where Zen privailed and in the days 
when it most ilourished in South Sung. That the 
Emperor Kiso (Hui Tung) of the South Sung dynasty 
is traditionally made the author of these pictures, is due 
partly to the geographical reason just mentioned and 
partly to the fact that the pictures are delineated in a 
way quite unique and that there pervades a sense of 
dignity over them. Some say they are by Kochokufu 
(Hu Chih-fu), but we have nothing definite of him, even 
about his own existence. They are after all masterpieces 
by an imknown hand. 

Dhaeuma, Bukan, AND' HoTEi. MiyosMuji. — The 
three figures are some of the most favorite subjects for 
black-ink artists of Zen style. The Hotel has the artist's 
signature as Kikaku (Li Ch'iiie), and the other two have 
none, but all the three come from one artist. According 
to the "Lives of the Artists," Eikaku is mentioned as 
having studied the style of Eyokai, and that the state- 
ment is correct is seen in these pictures, especially in 
the lines known as the " broken reed " style which are 
used in the drapery of Bukan. They are altogether 
those of Eyokai (Liang Chich). Eikaku again follows 
lus master in simplicity of style and unworldliness of 
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conception as we know from his Zen pictures. The date 
of this artist is not known, but as the two authors of 
the inscriptions to these pictures, Metto Bunrei (Mieh- 
wong Wen-ei, 1198-1263) and Yenkei Kobun (Yen-hsi 
Huang-wen), flourished in the fii-st half of the 13th 
century, the artist may be inferred as their contemporary. 
The legend says that these pictures were given to this 
temple early in the fifteenth century by a near relative 
of Ashikaga Yoshimibsu, the Shogim. 

Hekmit-Sages, Gama and Tekkai (Fig. 54). GUai- 
ji. — We must not forget the name of Ganki (Yen Yao) 
among those artists who succeeded in a harmonious com- 
bination of lines and colors in the portraiture of the 
Taoist and Buddhist figures. As Ganki was a follower 
of Zen philosophy, he was always ready to take up his 
artistic brushes for the sake of the Zen temples. When 
Zen was introduced into this country his masterpieces 
came along with it. One of them was tliis picture we 
have now before us. As the characteristics of these two 
hermits, we expect to see strange, unearthly features 
almost Mephistophehan, but this was impossible for 
a black-and-white picture to accomphsh, and the applica- 
tion of color became necessary. The only picture that 
has achieved a successful application, not as an attempt, 
but as something already accomplished is this by Ganki. 
One of the most noted of his Japanese followers, is 
Chodensu of Tofukuji. 



III. ALLIED ARTS. 

Lacqueeed Sutha-Case (Pig. 56). Yenryalcuji. — 
This goes by the name of rnaJdye, but the pictures are 
far from being free-hand, they are purely decorative with 
symmetrical desig-ns. More silver dust is used than gold, 
it is a production of early Heian period in the ninth 
century. The surface and four sides of the case are 
decorated with circular designs and ornamental vines. 
Eacii circular design has in its centre a four-petaled 
flower which is sun'ounded on all sides with creeping 
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vines ; the vines are furnislied with flowers and leaves, 
and they are so arranged as to harmonise with the 
rotundity of the general design. The flowers are gold 
and the rest silver, and around them all gold pigment 
is used to draw a circular outline. These general vine- 
like designs grew more or less pictorial in the following 
generations, and gold pigment was principally used for 
them. BrilUancy was thus gained, but such a fitting 
harmony between article and design as may be seen in 
this case was somewhat damaged. 

Sotra-Case of the Taira Family (Fig. 57). lisu- 
I'usMma Jinsha. — Early in the latter half of the tweKbh 
century, Taira Kiyomori and thirty-two members of his 
family copied the Pimdarika and other thirty-two sutras 
with the utmost devotion of heart, and these accompanied 
by the prayers were most brilliantly mounted. They 
were then put in this case which was again decorated 
exliausting all the arts of those days. The god of Itsuku- 
shima was the recipient of them all. The case is made 
of copper, and the ground color is dark, over which are 
fixed the five-storied tower in silver, floating clouds also 
in silver, and the rising dragon in silver, gold gilt, the 
whole appearance giving an effect of gold and silver 
rnaldye in l)lack lacquer. The figures are most elegantly 
executed, especially in the rising dragon the art reaches 
its cHmax. As to its manufacturing, historical records 
are loud enough, and as all the representative artists of 
the day must have been employed in its production, the 
article is to be regarded as the most important work 
which enables us to have a ghmpse into the arts of the 
by-gone times. 

Fan of Hinoki-wood (Fig. 55). Itmlcushima Jinsha. 
— The fan is made of many strips of thin naiTow hinoki- 
wood sti-ung with white thread, with a silver rivet. It 
was anciently used by the court ladies. On one side ai-e 
painted plum-blossoms and a wheelbarrow, which are 
meant to remind us of scenes in the spring field. The 
setting up of censers in the scene suggests human 
presence, and so on the reverse there is the figure of 
a courtier with ladies. The two sides are thus brought 
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into a relationsliip with each other. Scattered over the 
fan there are some inscriptions which are meant in con- 
nection with the pictures to make up the original poem. 
It is only in this fan that we can trace the design of 
that kind, among ancient relics of art. As to the elegance 
of the style, we have very few other pictures besides 
this, which was given to this Shinto Slnine probably by 
the Emp3ror Takakura in the latter half of the twelfth 
centmy. 

Lacquered Chest (Karahitsu). Itsukushima Jinsha 
— The Buddhist sutras dedicated by the Heike family to 
the god of Itsukushima Jinsha are the foremost divine 
treasure of this Shinto Shiine. The suti'as were originally 
kept in a metal case, but about four hundred years later 
the case itself was found neccessary to be spacially 
treasured and taken care of. In the seventh year of 
Keicho (1602), the present chest was presented to the 
shrine by Fukushima Masanori, then the feudal baron of 
Aki province. The gold makiye decorating the chest is 
known as the Keicho style. The lacquered gi'ound is 
prepared thin, and the gold pigment lies ilat on it, and 
not densely. While thus there is notliing gorgeous and 
brilliant about it, as in the case of a high-relief makiye, 
the designs are noble and rich in pictorial eiFects as 
shown in the fadiug tips of the vine-leaves. The chest 
which was intended to give protection to the original 
box is now in its turn to be looked upon as an art treasure. 

Six Pieces oe Tachi (sword-blade). Nibutsu-ldme 
Jioisha. — It was a fashionable thing in the Kamakura 
Period, with the warriors chiefly, to dedicate a sword- 
blade to the gods in order to have their prayers granted. 
These six swords too are likely to have been votive 
offerings to the gods hj some warriors of Kamakura. 
The five of them, except the one with Mrumaki* design, 
are beautifully ornamented, whereas the inside blades are 
not ground for practical use. The one whose scabbard 
is covered with a scale design has a gold-gilt lion inser- 
tion, and on the scabbards of other swords, cranes and 

* Hiru is leech, and tlie design looks like a leech -winding itsel£ 
around the hilt. 
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toiioises and pines are carved on metal. These prove 
what high standard the art of metal engi-aving reached 
towards the end of Kamakura. 

MiNiATUEE Buddhist SnEraE (Fig. 58). Kongohuji. 
— ^There are four miniature shrines of ancient legacy made 
of scented wood such as sandal-wood, and they are all 
" State Treasures." Of them the present one and the one 
kept in Itsukushima Jinsha are most curiously and taste- 
fully shaped. Both are reported to have been brought 
by Kiikai (775-835) from China. Miniature shrines made 
of scented wood are mentioned on the list of the articles 
brought over by Kiikai ; but its whereabouts is yet 
unknown, perhaps was it something in style like the one 
we have here? From its iine and elegant workmanship 
we may regard it as a Chinese production, and yet we 
cannot deny some foreign influence in it. 

Pkeaching Shaka in Embroidery. Kwanjuji. — That 
curtains embroidered with Buddhist figures, especially 
with gi'oup figures were anciently used as rehgious 
decorations in the Buddhist halls, is frequently recorded 
in history both Chinese and Japanese. The present 
embroidery work was originally a cm' tain as in other 
cases, but to preserve it in better condition it has recently 
been made into a screen. Shakamuni preaching in his 
vermilion robe and the chairs in which he sits are Indian 
in style and retain their original forms comparatively in 
good order, but the groups smTOunding Shaka, badly 
damaged and patched, are Chinese. When we consider 
tliis mixture of two styles and the demands of the time 
winch neccesitated such a mixtm-e, and finally its work- 
manship, we may judge it as a T'ang production which 
was early brought to Japan. 

Celadon Porcelain Flower- vase (Fig. 59). — Bisha- 
riwii.dd. — Of all celadon porcelain wares, one best known 
for its beautiful tinge, especially one called " Sora-iro " 
(a kind of sky-blue) is that wliich comes from the Sung 
and goes by the name of " Idnutade " from its shape. 
Tlie present vase with phenix-ears is a variety of the 
same class of wares. It not only is unique in shape but 
excels in glazing and consequently the beauty of its color 
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is altogether unparalleled. It is the king of all the 
celadon porcelain vases in Japan. The date of its importa- 
tion is unknown, but as there is a record of its having 
ah-eady existed early in the Tokugawa era, it must have 
been treasured some time before. 

Embossed Vermilion Lacquer Tray. Ryuslwji, (a 
sub-temple in Daitokuji). — When a carved piece of wood 
is lacquered as it is, it will lack in quiet softness and 
in the mellowness of polish. To avoid these defects, 
lacqiier coatings are repeated until they reach a certain 
degree of thickness when figures are carved in the lacquer. 
The art developed in China during the Sung dynasty. 
When the lacquer thus used is vermilion in color, it is 
called " Tsuishu " (Hterally, heaped vermilion). It is an 
art peculiar to China and Japan which is still flourishing 
in the East. There were many masters of the art under 
the Yiian and the Ming dynasty, and of those known to 
Japan as model workers we may mention two names, 
Chosei (Chang Ch'eng) and Tomo (Yang Mou). The 
former is realistic, his work is soft and roundish; the 
latter hkes vigor and angTilarity. This tray is a master- 
piece charmingly realistic. On the reverse, the author's 
name, Chosei, is engraved with a needle's point. 



MYOHOIN, Kyoto 

It was in 1614 that this temple was removed from 
Somewhere else to the present site. The buUding under 
the " State protection " are OjoiN, (Great Keception Hall), 
Genkwan (Entrance Hall), and Kuei (residence quarter). 
Besides these, south-east of the temple and east of the 
Imperial Museum there is the Main Hall of Kenge-wo-in, 
popularly known as Sanjusangendo. 

The Ojoin or Great Reception Hall was originally 
a palatial building belonging to the Imperial Court, which 
was built in 1619 in honor of Tofukumon-iu, the Consort 
of the Emperor Gomizu-no-wo. It was later given to the 
temple. It still makes us think of the grandeur of the 
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palatial style of arcLitecture in the early Tokugawa pariod, 
while in construction and technique it hfl,s features 
distinctive of the Momoyaina period. The Kuei or 
Residential Quarter is traditionally known as a place 
where Hideyoshi treated one thousand monks to a dinner. 
It is another massive structure, and in various technic- 
ahties as well as in sculptural decoration this character 
is fully displayed. 

The Main Hall of Eenge-wo-in, popularly called 
the Sanjusangen-d6 (389 x 54, Figs. 60, 61), was founded 
in 1165 by the ex-Emperor Goshirakawa, and when it 
was later destroyed by iire, it was rebuilt in 1266 
which is the present one. It is an immense work of 
architecture of 35 spans front to the side of five spans. 
It is surrounded by a corridor, with a tiled roof. The 
side-view of the building is fine, but the fa9ade is low 
and monotonous in tone. Upon the central dais inside 
are placed the Main Buddha, thousand-armed Kwannon, 
and 28 celestial creatures, all of the same date as the 
building itself, and those sacred figures are accompa- 
nied on both sides by one thousand Kwannon statues 
filling up the entire haU. It is quite a grand 
sight. In sti'uctm-e and style, the building is a recon- 
struction of the Kamakura psriod still reminiscent of 
late Heian. 



CHISHAKU-IN, Kyoto 

SoKEEN Pictures. In Kyoto there are many temples 
lichly furnished with splendid sliding screen {fusuma) 
pictures, some of which are already on the list of the 
" State Treasures." The following is one instance of them. 
Chishaku-in, the present subject of description, is said to 
be the rehc of Shounji which was founded l3y Hideyoshi 
in 1591 (circa). The screens (Figs. 62, 63) here may have 
been some of those that once decorated the older temple. 
The artist is reported to be Hasegawa Tohaku (1539- 
1610). At present these screens are arranged with no 
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definite plans just iilling up any space that requires 
filling, and out of what was left the standing screens 
(hybbu) have been mounted. The screen-pictures are 
generally assorted into two groups, one of which furnishes 
the Shinden . (residence quarter) and the other has been 
fitted to the Oshoin (reception room). They are all 
pictures composed of pines, cherries, or maples coupled 
with fl.owering plants on the gold ground. Those in the 
Daishoin are splendid, especially the central group of 
cheiries, maples, and autumnal plants is vigorously 
worked out with masterful brush-strokes. The plants 
are truthfully represented, and a combination of colors 
on the gold ground is most exquisitely effected, it is 
almost dazzhng, and in all this these pictures display 
the most consummate skill in the decorative art of the 
Momoyama period. The pictures of flowering plants on 
a fourfold screen Qnjobu) compare favorably with those 
just mentioned, while all the others are not quite up to 
the high standard. When the screens are painted, the 
directing artist employs many assistants to finish up his 
work in detail, and it is natural that one set of pictures 
is not so well done as another. If these paintings were 
executed under the mastership of Tohaku, they are the 
best works of his. 



KIYOMIZUDERA, Kyoto 

According to the temple tradition, the foundation of 
this temple was first laid in 780 by Sakanoweno-Tamu- 
ramaro, and in 807, Miyoshi-no-Myobu completed the 
Main Hall by giving up her own residence. The present 
temple was rebuilt by Tokugawa lyemitsu in 1633. 

The Main Hall (Fig. 64) is set up over a deep 
ravine, supported by many columns. The principal part 
of the building is nine spans by four^ that is, 91.7 x 
69.17, to which are added pentroofe, an entrance parch, 
and wing galleries between which a stage is constructed 
with railings and over the precipice. The ground plan 

[ 51 ] 



KYOTO 

tlras presents some unique features, and the general form 
is rich in variations. The roof is covered with the bark 
of the hindki wood. At the centre stands a grand 
edifice of hipped roof, which' is surrounded by roofe of 
various sizes and forms. When viewed from the front 
the structure is single-storied, but its side-view is double- 
storied, while from the back it is a mixture of singles 
and doubles. The whole design is original, full of 
varieties, yet sound and stately, the like of which exists 
nowhere else. As to the detail, the massive columns are 
used, bracket formations are simple, and technique is 
bold. The plan and the construction of this building 
remind us of aspects of the shinden (residential) style in 
olden times. 



HOKWANJI (YASAKA-NO-TO), Kyoto 

PAGonA. (The first story is 20.8 square and the 
height 128.21.) — The temple tradition makes its founding 
in 589 the work of Prince Shotoku, and the present one 
was reconsti'ucted in 1440. The Pagoda is of three 
spans square and five stories (Pig. 65). The roof of 
each story is tiled, and the summit is capped with a 
bronze sorin. The date is early Mm'omachi, but in 
detail it follows the convention of the Nara period. It 
has generally an impressive appearance. 



YASAKA JINSHA (popularly, GION), 
Kyoto 

Traditionally its founding was in 660, and it was 
in the latter part of the ninth century that Fujiwara 
Mototsune had his residence ti'ansformed into the Main 
Sheine. Another tradition has it that at the time it was 
rebuilt after the style of an Imperial palace building. 
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The present one (73.3 X 62.5), however, is a reconstrncfcion 
of 1654 following the old model (Fig. 66). This shrine 
is peculiarly shapsd and shows traces of the bases of 
the old Shinden (residential) type. Unhke ordinary 
Shinto shrines the form of its roof wMch is covered 
with the liinold bark is engaging. 

There are many subsidiary shrines in the grounds. 
They are small in scale, and generally they have been 
modelled on the plan of the Main Shrine, but with enough 
variation as to make them look somewhat original. 
There are other buildings stamped as such, which are the 
Two-STOEiED Gate and the Stone Torii. The gate belongs 
to the Kamakura period, and the building of the Torii 
was in 1646, which has a span of 26.25 sliaku between 
the cohuxms and is 31.5 in height, making it one of the 
largest stone torii in Japan. 



CI-IION-IN, Kyoto 

This was the old site where Genku (that is, Honen 
Slioniu), the founder of Jodo Sect, announced his departure 
from the old Buddhism. It finally gxew up to be a 
gi'and temple edifice. In 1603 Tokugawa lyeyasu 
enlarged the scale, building many temples on the grounds. 
In 1619 Hidetada, the second Shogun erected the Main 
Gate, while in 1633 the principal buildings were all reduced 
to ashes except the Main Gate, library, and Sheishi-do. 
lyemitsu, the successor to Hidetada, immediately ordered 
tlaem to be rebuilt, which work was completed in 1639. 
The Main Hall (wherein the image of Honen is kept) 
and two Hojos, large and small, the Entrance Porch 
(Genkwan), and the Karamon were then restored. 

The temples face south at the eastern foot of Higa- 
shiyama. In the east stands the first gate (Somon) 
after which is the main two-storied gate built in 1619. 
This great impressive structure standing on an elevation 
is the main passageway leading to the temple buildings. 
After a flight of stone steps we reach the precincts on 

[ 53 ] 



KYOTO 

wMch are grouped tlie ^'arioiis edifices. The Main Hall 
sbands facing south, easb of which is the Libeaey (built 
1616) wlule to the west is the latest reconstruction of 
the Amida Hall. The Belfiy rises on the south-eastern 
liillock where a gigantic bronze bell is hung. Back of 
the Main Hall are the Assembly Hall (Shuyedo), 
priests' quarters (Hojo and Kuii), and other buildings, 
forming a group. The two HoJOS, large and small, are 
of the typical fine residence style of early Tokugawa.. 
Coi-ridors rising fi'om the south-western corners of the 
Hojo reach the Entbange Porch, outside of which is the 
Kakamon. On an eminence east of the temple precincts 
stands the Hall op Seishi, rebuilt during the MuromacM 
pariod. 

The Main Hall (Hondo or Miyedb, Figs. 67, 68), 
148 X 114, has the facade of eleven spans with the side 
of nine spans, single-story, and with an irirnoya roof. 
The ground plan is representative of the greatest Jodo 
building of this type. The interior is divided into two 
halves, front and rear, occupied by the Inner Circle and 
the Outer Circle. In construction grand and in execution 
masterful and vigorous, it is typical of early Tedo 
arcliiteoture. 

The Main Gate (Sammon), 87.45x40.2, is a two- 
storied gate of Zen style with five spans and three 
passage-ways, — the greatest of this form of building in 
Japan. On each side the gate is provided with a 
Sanro, h'orn which runs a staircase leading to the second 
story, the interior of wliich is decorated with colored 
designs. 



NANZENJI, Kyoto 

The site originally was occupied by an Imparial 
"Detached Palace" belonging to the Empsror Kameyauia, 
wliich in 1293 he gave up for a temple. One of the 
head-temples of the Rinzai sect at present, and in olden 
times the first of the five main Zen monasteries in Kyoto. 
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Chion-in 




1. Sammon 

2. Bishamonio 

3. TalhHtei ' 

4. Amidaden 

5. Miyeido 

6. ahl.rd 

7. Kyozo 

8. Rengezb 



9. Haiden 

10. honbyo 

11. Seishido 

12. KuH 

13. Santei 

14. Gongenio 

15. Shohojo, Boka 

16. Baihojo 



17. Genkwan, Horo 

18. Eara-mon 

19. Shuyedo 

20. Baifcuri 

21. Shokuri 

22. Toimenjfo 

23. Jojisho 



NANZENJI AND JISHOJI 

The few principal Mstorical buildings now left however are 
the Sammon, Hojo, and Toea-nc-ma. The Main Hall is a 
modern reconstruction. The Hojo belonging to a subsidiary 
temple, Konchi-in, east of Nanzenji, is a relic from the 
Pushimi Castle erected by Hideyoshi and an excellent 
specimen of the residential type of the Momoyama 
I)eriod. 

The Sammon (71.76 x 34.5) has five spans to the 
front and two to the side, a two-storied gate of Zen style 
and a masterpiece of this kind. In 1620, Todo Takatora 
rebuilt it. The Hojo was a part of the Imperial Palace 
which was given to Nanzenji in 1611 when a new 
Imperial Residence was constructed to take the place of 
the old. The Tora-no-ma or Tiger's Chamber was in 
the Fushimi Castle, which was given in the same year 
by the Tokugawa Shogunate. Both of them are thus 
splendid models of the Momoyama period. 

The principal "State Treasures," all paintings, owned 
by Nanzenji are : — 1. Shaka Trinity and the Sixteen Gods, 
late Kamakura ; 2. Nirvana, Ashikaga ; 3. Tigers (screen), 
early Tokugawa. 



JISHOJI (popularly, GINKAKUJI), 
Kyoto 

North of Nyoi-ga-take and at the foot of Tsukimachi- 
Yama, Ashikaga Yoshimasa, the Shogun, had a viUa 
built in 1480. The style of building and the art of 
landscape gardening here display the acumen of artistic 
taste. After the death of Yoshimasa, they were all 
given up for a Buddliist temple which stands now under 
the name of Jishoji. The Ginkaku and Togudo are the 
only rehcs of those times. 

The SiLVEB Pavilion (that is, Ginkaku, Fig. 69) is 
a two-storied structure by the pond, which Yoshimasa 
built in imitation of the Golden Pavilion (or Kinkaku). 
The cx)nstruction is not so ornate, nor so highly finished ; 
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it however gives an air of lightness and refinement in 
excellent harmony with the surrounding landscape. As 
a garden structure it is a gTeat success. The first story 
is four spans by tliree, and within, the statue of Kwannou 
is enshrined in an artificially-constructed grotto. The 
upper floor is three spans square. Inside and outside, 
it has a lacquer coating. At first the plan was to put 
silver-foil all over, which did not take place owing to 
the death of Yoshimasa himself. 

ToGUDo was the private cliapel of Yoshimasa, and 
is a precious specimen of the residential building of the 
time. The plan is rectangular, the roof irimcnja is 
covered with shingles. It is a work of rustic yet refined 
simplicity. 



KAMO-MIOYA JINSHA (popularly, 
SHIMOGAMO), Kyoto 

It is not known when the gods of this Jinsha were 
enshrined here, except the tradition that it was in the 
reign of the first Emperor Jimmu. Two gods are 
woishippsd here, to whom are dedicated two buildings, 
east and west. They were rebuilt several times, always 
following the old pattern. The present shrines were 
rebuilt in 1868 whereas the other subsidiary buildings 
were the reconstructions of 1628, aU retaining the 
structural forms of the ninth or tenth century. 

This Jinsha is located in a gTove called Tadasu-no- 
mori. When the front Torii facing south is entered, we 
come to a two-stoeied Gate, along each side of which 
stretches back a Galleby towards the shrines. The 
building are painted red among the old stately trees. 
Inside the gate there are the Bdden (Sacred stage), to 
the west the Shimpdku-den, and further west the Kugosho 
(where divine offerings are prepared). East of the 
Sacred Stage flows the clear limpid water of Mitaxashi, 
over which spans Hashidono and east of it is Hosodono. 
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SHIMOGAMO AND KAMIGAMO 

Nortli of the Sacred Stage (Buden) stands the 
Chumon (middle gate), at each side of which the Gaku- 
NO-YA, east and west, are added to connect with the 
Galleries. The end of the west gallery touches Azu- 
KARINOYA, while the East gallery turning north ends with 
GoEYoNOYA. Within the Middle Gate is the Heiden, 
and the galleries extending right and left of the Heiden 
terminate with the EiST and West Gobyonoya. The 
NoRiTOYA is a north extension of the Heiden and 
further north are set up two Main Shrines, east and 
WEST (Fig. 70). Tliis group of the buildings back of 
the Middle Gate is encircled with a fence making a 
separate quarter by itself. West of this gToup and beyond 
the httle shrines which are not very important, stands 
Oidono. The buildings in this quarter are constructed 
with plain wood, thatched with the Mndki bark, and 
modelled after the Heian style. Standing among the 
old tre&s, high and mighty, and along the bubbling 
crystaline streams, the buildings harmonise well with the 
surrotmdings and the whole atmosphere is quite impos- 
ing. Especially, the Main Shrines here are a model of 
the nagare style, in which are combined simplicity and 
dignity, the most prevailing one for Shinto architecture 
aU over this country. 



KAMO-WAKE-IKAZUCHI JINSHA 
(popularly KAMIGAMO), Kyoto 

The foimding and history of this Jinsha are almost 
those of the Shimogamo, and both have been objects of 
reverence by the Imperial House. The Main Shrine was 
rebuilt in 1868 whereas the other buildings were repaired 
in 1628. It is located west of Kamoyama and along the 
River Elamo. Two clear streams flow encircling many 
buildings, which get united in front of the Jinsha and 
run out of the grounds in the direction of the south-east. 
After torii, number one, we proceed north and reach the 
torii no. 2. The Outside Heiden is east of this torii 
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and beyond across the stream, north-east we have the 
Shinsenjo (or Chonoya). Pass . the torii no. 2, and the 
Gakunoya is on the right, and by still going on the 
BuDEN is reached over a stream. To the lefb and right 
of Biiden, Tsuchi-nc-ya and Haidln and further on 
Tamabashi and Watadonobashi are built over another 
stream. Li front is erected a Twc-STOBiD Gate (Fig. 71) 
painted red, back of which, left and right, ai-e Galleries. 
Enclosed by them, to the right, Heiden and Imikoden 
stand facing west ; to the left is Takakuea. The Chumon 
(Middle Gate) is at the entrance to the front court of the 
shrines. To the right of the com-t is Osekinoya and to 
the left Naokaisho ; Jimboko is east of Osekinoya, and 
Gakusho is attached to the west end of Naoraisho. Inside 
the Middle Gate is, in the centre SuiEO flanked by 
Wataei-eoka and Noeitoya, while confronting us stand 
the Main Sheine and the segondaey one side by side, 
both of which are connected by means of the Galleeies 
with the KuGOSHO, east and west. Witliin the precincts 
are scattered many smaller shrines. 

The disposition of these various buildings over the 
Jinsha grounds is quite irregular, they vary in size, in 
height, and in grouping, but aU are constructed simplely 
and thatched with the Knoki bark. A feeling of quiet, 
unaffected refinement pervades. The Main and the 
Secondary Slnine are of one style, that is, nagare-zulcuri, 
and same as the other Kamo slnines aforementioned. 



DAITOKUJI, Kyoto 

This was founded by Akamatsu Norimura for 
Myocho, a noted Zen master, in 1315, and was later 
made a " Chokugwanjo " (or a place of Imperial Prayers) 
by the Emperors Hanazono and Godaigo. The present 
buildings are of the sixteenth and the seventeenth centuries, 
and a most complete spceimen of a Zen temple. 

The temple as a wliole faces south. The Somon 
(called Kajii-mon) is in Omiya-street, and when this is 
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DAJTOKUJI 

passed, and turned to the riglit, the Middle Gate is 
reached. Beyond the subsidiary temples is the quarter 
containing the main buildings, which is approached by 
the Impeeial Messengee Gate, wliich originally belonged 
to the Imperial Palace. It was given to the temple in 
1640. Next to this, an impressive Sammon is erected, 
enclosing, within, the principal structures that make up 
the body of Daitokuji. The Main Hall (rebuilt, 1665) 
and Hatto are on the axial line of the temple. The 
Bath-house (rebuilt, 1622) is in the west of the Sammon, 
the LiBEAEY (rebuilt, 1636) and the Belpey (rebuilt, 
1609) are west of the Main Hall. North of the Hatto 
is a quarter for residential buildings (KUEI and Hojo), 
and in front of the Hojo, ELaeamon, and before the Kuri 
are Taishineyo and Shindo (rebuilt, 1636). The Hojo 
and Taishinryo are the relics of the Miuromachi period. 
Most of these buildings just mentioned belong either to 
the Momoyama or to the Yedo period, typifing the same 
disciplinary school of Buddhism. Among them, the 
Sammon, JEIatto, and Karamon are masterpieces. 

The Sammon (Main Gate), 55.18 x 30.07, was founded 
in 1589 by Sen-no-Kikyu, that renowned master of tea 
ceremony. This two-stoeied gate is the oldest gate extant 
of purely Zen style, and is provided with a staircase at 
each side leading up to the upper floor. It is of five 
spans, and has three passageways. The detail is of 
the so-called Karayb type and the decorations upstairs 
deserve most careful attention. The dragon on the 
ceihng and other ornamental pictures in colors were the 
work of the artist Hasegawa Tohaku (1539-1610). The 
Shaka trinity is placed upon the central dais, accompanied 
by the sixteen Arhats. 

The Hatto (Preaching HaU, Figs. 72, 73), 75.69 x 
62.38, was rebuilt in 1636 by Inaba Masanori, Lord of 
Odawara, and have the facade of seven spans with the 
side of 6 spans. It is double-roofed. The form is regular 
and the detail displays well the distinctive features of 
Karayb style. Outside and inside, it has no painting 
except the ceiKng which has a dragon circular in form, 
by Kano Tanyu. 
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The Kabamon measuring 16.4 x 12.2, belonged origi- 
nally to the Fushimi Castle built by Hideyoshi between 
1585 and 1587, and later transferred here. It is a gate 
supported by four columns, and has a charmingly shaped 
roof. The decorating sculptures are boldly executed. 
Colorings are ornate, and metal fittings are brilliant, all 
of which fully demonstrate the gorgeous art of the Momo- 
yama period. 

There are yet many sub-temples on the gi'ounds, of 
which those that have buildings under " State protection " 
are described below. 

Attached to Shinju-an are Tsusen-in (of early 
seventeenth century) and Hojo (rebuilt in 1638), repre- 
senting the residential style of early Tokugawa. period. 
They are fine models of rustic simplicity and refinement, 
particularly, Tsusen-in is noted for its tea-room. 

The Hondo (i.e., Hojo) and Shoin of Kohoan are weU 
designed by Kobori Enshu, a gi'eat tea master and 
designer, but having been destroyed by fii-e at the end 
of the eighteenth century they were rebuilt after the 
original patterns. " BosEN " is a tea-room also designed 
by Enshu early in the eighteenth century. Every one 
of those buildings gives one a sense of freedom and 
appropriateness, and each room is designed with special 
taste, proving the inexhaustive source of the artistic 
imagination in the mind of the author. The waU and 
screens were painted by Kano Tanyu. 

The Hondo of Ry6ko-in (built in 1606) has a ground 
plan quite original of its own. It is a sort of combination 
of Hondo and Kaisando. The Shoin is a good example 
of residential building of early Yedo period. The Tea- 
KOOM is also interesting. The Bankwanko and E^UTO- 
MON have distinctive featm'es. 

The principal "State Treasures," (all paintings), of 
Daitokuji and other temples are as follows : — 1. Portrait 
of Daiokokushi (Shomei), with " Self-Eulogy," dated 
1288, {Daitokuji) ; 2. Portrait of Daitokokushi'' (Myocho), 
with Emperor Godaigo's "Eulogy," late Kamakura, 
{Daitokuji); 3. Ditto, with "Self-Eulogy," dated 1334, 
{Daitokuji) ; 4. Portrait of Emperor Godaigo (1288-1339), 
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EOKUONJI 

{Daitolcuji) ; 5. The Ten Rulers of the Hades (ten 
kakemono), late South Sung, {Daitoknji) ; 6. Shaka in 
Penance, with Ikkyu's Eulogy, dated 1456, by Soga 
Jasoku (d. 1483), (Shinju-an) ; 7. Daruma with Ikkyii's 
Eulogy dated 1465, by Bokkei (Shinju-an); 8. White 
Eobed Kwannon, (Fig. 74), with Eulogy by Soki (1409- 
1496), (Shinju-an) ; 9. Landscape, Ascribed to Ba Yen 
(Ma Yiian), Yiian or early Ming, (Ryblw-in). 



EOKUONJI (KINKAKUJI), Kyoto 

It was in 1397 that Ashikaga Yosliimitsu the Sho- 
gun planned a villa at this site which was filled with 
fine buildings and charming gardens. On his death, 
they were all given up for a monastery which came to be 
known as Rokuonji. 

Later, destroyed by repeated fires, the Kinkaku or 
Golden Pavilion (38.35 x 28, and 41.9 high) is the only 
structure reminiscent of the past glory. The PaviHon 
(Fig. 75) stands by a pond and is a three-storied build- 
ing. On the first story rests a dais with Buddhist statues 
on it. The ceiling of the second is decorated with mythical 
birds with musical instruments, while the uppermost one 
is three spans square and smTounded on all sides with a 
piazza and balustrade. The name of the Golden Pavilion 
comes from the fact that this third story, both inside and 
outside, is painted with lacquer and gold-foil. The roof 
is covered with shingles, and capped with a rohan and 
bronze phenix. The form is light and graceful, the 
proportions are well balanced, and adopted to the 
surrounding views. The whole composition is most ele- 
gant. Taking all in all, this is a type of an ancient 
nobleman's residence to which were applied the lacquer 
and gold decorations of the Fnjiwara period, as seen in 
the Konjikido of Chusonji, while in detail it follows the 
Zen style, and has added its originality as a garden 
building. 

The portrait statue in wood of Ashikaga Yoshimitsu 
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placed in the PaviKon was after the death (1408) of the 
founder himself, but it was of the Ashikaga period. 



KITANO JINSHA, Kyoto 

The founding of this Jinsha was in 947 and the 
present shrine (including the Honden, Heiden, Haiden, 
and Gaku-no-ma) and other dependent buildings such as 
the Middle Gate, Galleries, Openwoek Fences, the 
Back Gate, east Gate, etc., were rebuilt in 1607 imder 
the superintendence of Katagiri Katsumoto by order of 
Toyotomi Hideyori. 

The shrine proper consists of Honden (Main Shrine, 
43x34), Haiden (Hall for Prayers, 62.2x24.5), and 
Isliinoma (or Heiden, or Stone Chamber, 14.65 x 62.2), 
all of which make one group with additional Gaku-no-ma 
(Stage for Sacred Dance, 23.75 x 16) to each side of the 
Haiden (Fig- 76). The style is what is known as yatsu- 
rnune-zuJcuri. The groimd plan is highly comphcated. 
The roofe of various sizes, heights, and forms are grouped 
together, presenting an agreeable variety. They are 
thatched with shingles of Jdnoki bark. In construction 
they are quite impressive, not lacking in elegance. 
For decorations inside and outside, a great deal of 
mouldings and carvings is applied, mixed here and 
there with colorings. Altogether they are grand and 
vigorous, displaying features characteristic of the Momo- 
yana period. 



MYOSHINJI, Hancacno 

The " Detached Palace " of Hanazono belonging to 
the ex-Emperor Hanazono was converted in 1337 through 
his wish into a Zen monastery, which is the beginning 
of the present Myoshinji. After going through Some 
changes later, the various temples and halls were succes- 
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MYOSHINJI 



■nllf ■^ <• ^^T ®*^ ^^^'^ ^^^^ *^® Momoyama period. At 
present Myosliinji is one of tlie most 'completed type of 
Zen architecture. 

1. •u^^L7/?^^^^'^^ Messenger Gate (ChokusLi-mon) 
reouuc Ibiu is get up at the front of the temple which 
faces the south. To the right stands the Somon meant 
tor the general pubHc to pass imder. Inside the Chokushi- 
mon IS a pond with a stone bridge over it. The stately 
bAMMON (rebuilt 1599) rises further back, which is follow- 
ed by the Buddha Hall (Butsuden, rebuilt 1830) and 
Preaching Hall (Hatto, rebuilt 1657). The Belpey 
(rebuilt 1639) and the Libeary (rebuilt 1673) are placed 
east of the Buddha HaU. The Gbeatee Hojo (rebuilt 
1651), the Smallee Hojo (of Momoyama period), and 
Kdei (rebuilt 1654), forming a separate quarter, are 
furthest back. These buildings are linked with one 
another by a connecting coiTidor. The Greater Hojo is 
provided with an entrance portico (rebuilt 1654), and 
west of the Hojo is the SnrNDO (rebuilt 1654). In the 
distribution of aU these buildings over the grounds, in 
the laying of the ground plan in each building, and in 
construction and style, they are fully characteristic of the 
Zen type of architecture. 

The Preaching Hall (Hatto, 83.9 x 66.6, Fig. 77) 
has seven spans front and six spans to the side. It is 
a double-roofed building of irimoya style and tiled. Com- 
pact and shapely in form, it has a commanding appear- 
ance. In detail it has distinctive features of the Karayb 
style. The inside is paved with tiles and the ceiling has 
a monochrome* dragon by Kano Tanyii. 

The Founder's Hall (Kaisando) belonging to 
Gyokuhc-in, one of the sub-temples, is a Karayo building 
of early Muromachi. It is said that the four columned 
Gate for this Hall was brought here in 1409 from the 
Imperial Palace. 

The Shoin of Reiuk-in where the Emptror Gonara was 
wont to come for the study of Zen is a structure reminiscent 
of the residential style of the Muromachi period. 

Below are the principal " State Treasures " preserved 
in Myoshinji and its sub-temples : — Painting. 1. Portrait 
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of Emperor Hanazono (1297-1348), late Kamatura, 
{Mycsldnji) ; 2. Musical instruments, games, etc., (a pair 
of six-fold screens) by Kaiho Yiisho (1533-1615), late 
Kamakui'a, (Mycshinji) ; 3. Dragon and Tiger, of Kaiho 
school, Momoyama, [Myoshiivji) ; 4. An Arliat, late Kama- 
kura (DaisJdnin). Metal tcorJc. — 5. Bell, dated A.D. 698, 
{ilycsiiinji) ; 6. Bell, imported from abroad during the 
16tli century, used by Jesuits, cast in 1577, (Shunkoin) ; 
7. Mamori Katana (short sword), used by Toyotomi 
Sutemaru, 1589-1591, {Mijbsldnji). 



KORYUJI, Uzwnasa 

This temple is reported to have been founded early 
in the seventh century, but there is nothing to justify its 
claim to such an ancient history, excej)t the two statues 
of Kwannon kept in the Imperial Museums of Tokyo and 
Kyoto. But the present Lectuhe Hall (built in 1165) 
contains many excellent works of Buddhist sculpture wliich 
are much later than the seventh. 

The Main Buddha, Amida, (wood, Fig. 78), according 
to the old records kept here, was made by the express 
desire of the Consort of the Emperor Nimmyo (who 
reigned 833-850). When Dosho (798-875) was at the 
head of this temple since 836, he found it in such a 
dilapidated condition that he decided to renovate it 
thoroughly, and the Amida was probably then produced. 
Its vigorous manner of chiselling indeed retains more or 
less the style of Nara, yet in ite beauty of regularity it 
suggests the coming of the Fujiwara period. There is 
however something naive in the work, and in consequence 
a feehng of daring boldness is awakened,^ — a thing un- 
known in the Fujiwara period. The mudra formed by 
both hands was very rarely adopted by the Fujiwara 
artists. When a visitor walks over to Hokongo-in not 
very far from here and look at the Amida there which 
is a Fujiwara work, he will at once reahse the changes 
that took place between the two eras. 
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KoKUzO-BosATSu, (wood, Fig. 79), sits to the right 
of Amida, and Jizo (also wood) to its left, both of which 
were produced through the devout wish of Dosho. Per- 
liaps they date some years after 836. The head of Kokuzo 
is out of proportion, but its chiselling is fuU of vigor. 
The strong fuU arms are splendid. The scroU-like dra- 
pery-folds are a commom heritage from the Nara period 
and herein also we see their influence. The whole statue 
was painted in colors, but now traces alone are visible. 
While Kokuzo has a remembrance of Nara, Jizo, stout 
and short, is purely early Heian. This form of Jiz5 we 
meet too in later eras, but the neck grows slender and 
the form tender. The loving tenderness of Jizo gets thus 
more strongly emphasised, but loses in impressiveness. 

FuKU-KENSAKU-KwANNON, (wood. Fig. 80), stands 
straight in one of the corners back of the Main Amida. 
The temple records state that this belonged to an earlier 
date than the fire of 818, which would place the Kwannon 
among the Nara works, when the worship of this mani- 
festation of Kwannon prevailed. Compared with the great 
sculptm-es of the Nara period, there are in it indications 
of decadence, but the long slender body, the imdulating 
skirt coming down over the feet, .and the six arms 
stretched in various directions casting their beautiful 
shadows over the body, — in all this the artist resorts to 
a simple and straightforward technique, which gives one 
a strong impression. Tliis is what cannot be found in 
later sculptures. 

At another corner stands a Kwannon (wood) with 
eleven heads and forty arms, which was also a work 
later than 836 and in general modelled after the Fukii- 
kensaku. 

The following other statues are fomid in the Kodo 
(Lecture Hall) : — 1. Kichijo-ten, wood, early Heian ; 

2. Four Guardian Gods (lacking one), wood, Fujiwara ; 

3. Twelve warrior-gods, wood, Fujiwara ; 4. Two 
Shinto gods, wood, Fujiwara. 

A little further west of the Lecture HaU is the 
Octagonal Hall of Keikyu-in, which was rebuilt in the 
Kamakiu-a period. The Main Statue is Pbince Shotoku 
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in full colors belonging to the same pariod. In the front 
hall of Keikyu-in, many old Buddhist sculptures are 
kept in disorder some of which are listed as " State 
Treasures." The principal ones are : — 1. Fudo, wood, 
early Heian ; 2. Kichijo-ten, wood, Heiau ; 3. Amida, 
wood, Fujiwara ; 4. Nikko and Gwakko, wood, Fujiwara ; 
5. Dainichi, wood, Fujiwara. 



NISHI-HONGWANJI, Kyoto 

The temple was first established here in 1591, and 
after repsated fires, various subsidiary buildings were 
added until it is now a great ensemble of splendid edifices 
worthy of one of the head-temples of the Shin Sect. The 
temple faces east, and when we enter from the front gate 
the Hondo (rebuilt, 1760) to the right and the Daishido 
(rebuilt, 1636) to the left stands side by side and connected 
by a corridor. In style and in execution they are truly 
grand representatives of early Yedo architecture and 
models of the Buddha Hall for the Shin Sect of Buddhism. 
Connected with the Daishi-do in the south-east are 
ToRA-NO-MA, Taiko-no-ma, Genkwan, Nami-no-ma, Shoin 
and two No-STAGES. To the south Higubashi-mon stands, 
to the north is Kueoshoin, and to the west the 
Shoin touches a comparatively new building of Kuri 
(or residential quarters). Hiunkaku, a noted pavilion, 
occupies its own quarter. South-east of the temple grounds. 
Near-by stands the Beleky of the Momoyama period, 
where a bronze-beU (of the year 1165 ?) hangs. 

Shoin, together with Genkwan, Nami-no-ma, origi- 
nally formed a part of the castle of Fushimi built by 
Toyotomi Hideyoshi between 1593 and 1594, which was 
later given to Hongwanji by Tokugawa lyemitsu in the 
year 1630. They have features most distinctive of the 
gorgeous style of Momoyama. 

Shoin (127.3 x 95.2) consists of Taimenjo (sometimes 
called Obiroma or K6-no-ma, Fig. 81), Sbiro-Join, Eaku- 
no-ma, Gan-no-ma, and Sudzume-no-ma. A stage is 
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attached to Obiro-ma as well as to Shiro-Join. The 
mosb important of all these rooms is Obiroma -which 
used to be Hideyoshi's Audience Koom to see his generals. 
The room quite spacious is divided into two sections, 
upper and lower. The upper part is furnished with a 
Toko-no-ma, Chigai-dana, Chodai-Kazari, and Tsuke- 
shoin, while the ceiling is embellished with brilliant 
colored pictures and the rammas have openwork carvings 
of storks in reeds and clouds. Back of this Audience 
Koom is Shiro-Join which is partitioned into three. The 
decorations here also are quite ornate, and the rammas 
are carved openwork with wistaria flowers powerfully 
chiselled. Kiku-no-ma (Chrysanthemum-room), Gan-no- 
ma (Wild-geese), and Suzume-no-ma (SpaiTows), each in 
its own way charmingly furnished. Kuro-join is a rare 
relic of Momoyama residential style. 

The POUR-COLUMNED Gate (Karamou, or sometimes 
called Higurashi-mon, Fig. 82), 19 X 15, is another relic 
of the Fushimi Castle. Its roof is splendidly shaped. 
Both inside and outside are thoroughly painted with 
black lacquer on which brilhant metal fittings are pro- 
fusely set. It is also decorated with elegant and power- 
ful carving in colors. The detail is rich in original 
designs. 

HiUNKAKU (58.55 X 38.55, Fig. 83) formed a part of 
Jurakudai built by Hideyoshi between 1585 and 1587, 
and was later transferred to the present site in 1618. It 
is a three-storied structure erected near a pond in a garden 
which was designed with stones and trees originally 
belonging to Jurakudai. While it harmonises well with 
the landscape, the garden is not large enough to display 
the beauty of the Pavilion to its fall advantage. It is 
constructed with comparatively slender pieces of timber, 
and the roof is covered with shingles,- — which gives an 
eiFect of grace and hghtness. The whole appearance of 
the building is quite original and rich in variety. 
Purposely avoiding a symmetrical construction, it en- 
deavors to enhance the beauty by contrast and balance. 
On each side it assumes a different aspect, the imagina- 
tion plans a fresh surprise whichever way you turn. 
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Eefined rusticity describes the general eifect. It is a ime 
specimen of garden house. 

The principal " State Treasures " kept in this temple 
are : — 1. The Bokiyekotoba in ten rolls, which is an 
illustrated biogrophy of Kakunyo (1270-1351). The roUs 
2-6 and 8-10 were painted by Joshin and Takamasa in 
the latter half of the fourteenth century, and the rolls 1 
and 7 were by Hisanobu which painted them in 1482 ; 
2. Willows and Heron in snow, traditionally ascribed 
to Chao-Yung (1289-?), Yiian dynasty, but really it is 
early Ming. 



KYOWOGOKOKUJI (popularly TOJI), 
Kyoto 

When the Emperor Kwammu established his new 
capital in Kyoto in 796, he had two great Buddhist 
temples erected at each side, east and west, of Rajo-mon, 
which formed the southern gate to the capital. Toji 
(East Temple) was one of these two. In 82.3 it was erected 
by an Imperial order under the supervision of Kiikai, 
the founder of the Shingon Sect, who was thus allowed 
to make the temple the headquarters of the mystical 
Buddhism. After going through vicissitudes of history, 
the temple was consumed by fire in 1486 in the hands 
of rioters. During the Momoyama and the Yedo period, 
it was successively reconstructed without changing much 
of the original plans. 

The temple faces south and is smrounded vdth walls. 
Nan-daimon opens to the south, T6-daimon and Keiga- 
MON to the east, Renge-mon to the west, and Hoku- 
daimon to the north. Except the south gate which 
dates from the Momoyama period, all the other gates 
have siu^ived from the Kamakura. The Kondo confronts 
lis first when we pass under the South Gate ; right of 
the Kondo is the Five-stoeied Pagoda, and back of it are 
set up Kodo and Jikido and other buildings. The Hombo 
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formiDg its own quarter is west of the Kodo, while the 
Daishido forms another to the north of the Hombo. 
The Daishido, roofed with the Mnoki bark, is a palace 
style building of the Momoyama period. 

By going out of the north gate, we see Kwanchi-in 
to the right. Its Kyakuden (rebuilt 1606) is a fine 
spacimen of the residential type during the Momoyama 
period. Going further north, we reach the General 
NoETH Gate (Kita-Somon) of the Kamakura. 

The KoNDo (110.67 x 59.64, Fig. 84) was rebuilt in 
1599-1606 by Hideyori ordered by the Emperor. It has 
seven spans to the front and five to the side, with a 
double roof. Grand, massive, and imposing. The upper 
roof is irimoya, while the lower has one frontal span 
raised higher than the rest, thus breaking the monotony 
of the frontal view. The style of the first story is wayo 
and that of the upper is tenjuJcu, the combination of which, 
however, gives an agreeable variety instead of putting 
them out of harmony. It is a splendid instance of the 
greatest Buddha Hall now extant of the Momoyama period. 

The FiVE-STOEiED Pagoda (31.25 square and 183.7 
high, Fig. 85) was first erected in 826. After repeated 
burnings and reconstructions, the present one was rebuilt 
in 1641 by Tokugawa lyemitsu ordered by the Emperor. 
It stands on a high stone elevation. It is not only the 
highest pagoda in Japan but the grandest achievement 
of the Yedo period. Though in date it belongs to early 
Yedo, it strove to follow the original scheme and avoided 
using the carvings and mouldings that were in vogue in 
those days. Large timber is used and the work is 
finished vigorously, reminiscent of the Heian period. 

Of many superior works of art regarded as " State 
Treasm-es," the following are selected for brief description : 

Five Myowo statues, (wood, kept in the Kodo). 
Upon the central dais of the Lecture Hall is set up a 
group of the Five Nyokai with Dainichi in the centi-e, 
while to the left of which are grouped the Five Bosatsu 
with the central Kongo-Haramitsu, and to the right the 
Five Myowo with the central Fudo. The four corners 
are guarded by the Four Guardian Goods, and to the left 
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of those groups stands Bonten and to the right Taishaku. 
This disposition of statues originated with Kiikai ever 
since the founding of the Kodo in 825, which is the 
fountain-head of the mystic Buddhism in Japan. Of these 
groups of the Buddhist gods, those that are recognised 
as the oldest synchronous with the temple itself are the 
five Myowo. The central one, Pudo, is the masterpiece, 
in fact, the foremost of all the Fudo sculptures in existence 
at present in Japan. As Fudo is the most highly wor- 
shipped of all the Shingon deities, and as Toji the 
nursery-ground of Shingon Buddhism, it is quite natural 
that the artist would exert all his power on the carving of 
this Fudo statue. The full, round body, muscular arms, 
and a stout boyish frame, — this latter being the essential 
quahficatinn of Fudo, the artist did not forget to embody 
it in the present statue. Nor is tha expression of anger 
grotesquely exaggerated as to make him look too distant 
from humanity. His gigantic form is stately and im- 
pressive. The manner in which the vacancy between the 
abdomen and the lower limbs is filled up with the tied 
sash is splendid. The remaining four Myowo are not so 
happily worked out, but we fail to find any parallels to 
them. The body and the rock on which it stands are 
carved out of one solid piece of wood, all vigorously 
chiselled. 

• The FouE GuABDiAN Gods (Shitenno), wood, in the 
Kodo. These were mentioned before. Burying the helmet 
covered head into the armor, and provided with a weapon 
characteristic of each, the gods stand fii-mly on the groimd. 
The chiselling does not enter into detail, yet all is to the 
point. As the Shitenno of the Fujiwara period, these are 
quite remarkable. Of the four, Tamonten looks new as 
this is the only one recently replenished in colors, but 
all the forur are of the same date. 

BiSHAMON-TEN, wood, in the Bishamondo (Fig. 86). — ■ 
According to the old records, this is said to have been 
placed in the south gate of Kyoto when Taira Masakado 
started a rebelhon in 939, the object of which was to 
pray for the defeat of the enemy. The god, in full 
armor and holding a miniature tower, stands supported 
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by the god of earth, while the latter is accompanied by 
two evil spirits. He is symbolised as a guardian god 
of the state or religion, who subjugates all the evils 
that may disturb the peace of the earth. The statue now 
facing us is tall in height, and with a slight hip-swing 
the pose is fine. The armor and other decorative ap- 
pendices are carved in rehef and most exquisitely finished. 
Such works of art have never been produced after early 
Heian period. The Japanese author of this must have 
directly learned the art from the T'ang masters. 

The Twelve Gods, in twelve kakemono (Fig. 87). 
These were originally deities of Brahmanism who were 
supposed to be governing the world. They were adopted 
by the Shingon Buddhists. Necessitated by the spirits of 
the time, however, they were later converted into the 
handsome forms as we see them now before us. The 
pose is tender and graceful, and moreover all the 
figures are elaborately colored, gai-ments are designed 
with Icirikane in various forms, and they aU sit on most 
beautifully colored cushions. We see here the height of 
delicate workmanship as samples of refined Fujiwara art. 
According to the old records, they were probably pro- 
duced in 1127 (cir.). 

The Five Myowo, in five kakemono. These were 
produced synchronously as those twelve gods just mention- 
ed, and are to be appreciated fi'om the same standpoint. 
But the artist belong'S to a different school, and the 
colorings were so thick and heavy as to make them 
considerably come off with time. As all those gods 
belong to the class called "Gods of Wrath," they are 
naturally not supposed to be so tender and graceful as 
the Twelve Gods just mentioned, but the profuse appHea- 
tion of gorgeous colors shows where lies the artistic taste 
of the Fujiwara period. 

The Five Kokuzo, wood, in KivancM-in, (Fig. 88). 
Those Shingon Fathers who went to China brought back 
many Buddhist Sutras, pictures, and sculptures, but most 
of them were lost now excepting the smaller pieces, and 
as to the larger works these five Kokuzo are the only 
precious renmants of aU. When Yewun went to T'ang in 
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842, it was just in the reign of the Eniperor Wu-tsung 
who mercilessly pei-secuted Buddhism in 845. Seeing 
so many sacred treasures of his faith ruthlessly destroy- 
ed, he gained the government's permission to carry these 
five figures of Kokuzo to Japan. The chiselling is com- 
paratively immitive and is not so elegant as in the 
stone carvings of the T'aug dynasty which are extant. 
The facts that they are tolerably large in size, made 
of wood, and all belong to mystic Buddhism, make 
them the most valuable treasures of the world, especially 
as in Cliina all traces of such work are effiiced. In spite 
of repeated repairs later, the original type is generally 
retained. 

The other principal " State Treasures " are : — Sculp- 
ture. 1. The Thousand-armed Kwannon, wood (JiJcido), 
early Heian ; 2. Four Guardian Gods, wood (Jikido), 
early Heian ; 3. Jizo, wood, {Jikido), early Fujiwara ; 
Painting. 4. Illustrated Story of Kiikai, in twelve rolls, 
by Yukitada and five other artists, 1374-1379 ; Lacquer- 
toare. 5. Makiye-box for Priest-Robes, Fujiwara. 



TOFUKUJI, Kyoto 

This is another head-temple of the Rinzai Branch 
of Zen, and was founded in 1236 by Fujiwara Michi-iye, 
Prime Minister of the day. In the beginning it was a 
very mvich larger temple than the present which while 
retaining some features of the original is thfe result of 
repeated fires and consequent repairs. 

The temple faces south and the gate opens to the 
west, behind which is a square pond cut by a stone 
bridge. Next comes the Sammon (rebuilt early in the 
fifteenth century) facing south. North of the gate is the 
Buddha Hall which was reduced to ashes recently. To 
the west is the To3U, rebuilt during the Mui-omachi 
period, showing the consti-uction of the toilet in an 
ancient monastery. In the north is Zendo, rebuilt in 
1347, where the monks sit and meditate. The Library is 
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north of the Zend5. The Bath Room (rebuilt, Mnro- 
inachi) is placed east of the pond in front of the temple. 
North-east of the Bath Room is the Belfry, and north- 
east of the former site of the Buddha Hall are the Kuri 
and Hojo. A gallery extends west from the flank of 
the Hojo, which turning right changes into a bridge 
called " Tsiiten-kyo " spanning over a deep ravine. This 
is a place noted for autumn maples. When we proceed 
further on along the bridge and gallery, the Kaisando 
(Founder's Hall) and the Hojo quarter are reached. West 
of the temple ground is a small gate known as Gekka- 
MON of the Kamakiwa period. Except the Butsuden and 
the Hattd which were lost by fire, aU the other necessary 
buildings for a Zen monastery are stiU extant. 

The Sammon (Fig. 89) was probably rebuilt in the 
fourteenth century. It is a two-storied gate of five spans 
and three passagways, which is provided with staircases to 
both sides leading to the upper story It is grand in 
scale and well proportioned in form. The style is a 
mixtures of Karayb and Tenjikuyb and yet in perfect 
harmony. The upper story is painted in colors and 
decorated with designs and pictures, being the work of 
Cho-densu and Kan-densu. 

Some of the principal " State Treasures, " all paint- 
ings, are : — 1. Portrait of Shoiohi Kokushi (Benyen), by 
Minoh5 (1352-1431) ; 2. Portraits of Successive Patriarclis, 
(in 40 kakemono), 1427, Mincho (1352-1431) ; 3. Daru- 
ma,- Gama Sennin, and Tekkai Sennin (in triptych), 
Mincho (1352-1431) ; 4. Portrait of Mu-jun (Wu-chun), 
by a Sung artist, circa 1238. 



BYODO-IN, Uji 

This temple used to be the coi*cra-y villa of Fuji- 
wara Yorimichi before it was converted into a religious 
edifice in 1051. Amidado was established in 1053 which 
is the present Howodo (Figs. 90, 91). The grounds are 
located near the river Uji to the east and facing Mount 
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Asahi whicli rises beyond the other side of the river. To 
the south-west is a bluff, and the temple is thus situated 
among picturesque siuToundings. When Yorimichi had 
the temple built, his desire was to make it harmonise 
with the topographical features. He disregarded the 
established usage of making a temple face the south, 
and had the gate opened to the north, wliile the Amidado 
had an eastern frontage, surrounded with ponds. Thus, 
fi-esh, original, and elegant structures came into 
existence. The ground plan has the Main Hall, double- 
roofed, in the centre and the wing-galleries to both sides 
of it. These wings extend forward, and where they 
turn there Pavihons are erected. A long rear gallery 
strectches behind the Main Hall. The plan is thus 
made to imitate the shape of a flying phenix : the Main 
Hall corresponds to the body of the sacred bird, the two 
galleries are wings, and the rear gallery represents the 
tail. The name of the Phenix Palace comes fi'om the 
two bronze phenixes, male and female, decorating the 
ends of the ridge-pole. In the harmonious proportion 
and the felicitous combination, most elegantly executed, 
of all buildings different in size, height, and construction, 
there lies the unsurpassed genius of the architects of 
those times. 

The Main Hall (47x39.1, Figs. 90, 91) is three 
spans by two, and encircled with a penthouse. The main 
roof, of irimoya style, extends further than the penthouse 
which has the central part of the facade raised higher than 
the rest, thus breaking the monotonous stretch of the roof. 
The exterior parts have a red coating, and are decorated 
with gold-gilt metal work, but the interior is decorated most 
sumptuously with lacquer, colored designs, and all sorts of 
metal fittings, and carvings, exhausting the possibilities of 
the ai'ts which made great strides in those days. That is 
to say, the piUars, brackets, and ceiling are painted with 
florid patterns and decorated with metal fittings in relief 
or openwork ; the dais and baldachin are inlaid with 
mother-of-pearl. The doors and walls are painted with 
the pictures of the Puee Land of Amida (Fig. 94) by a 
renowned artist, Takuma Tamenari ; the upper part of 

[ 74 ] 



BYODOm AND MAMPUKUJI 

the walls has carvings of more than fifty Bodhisattvas 
(Pig. 93) ; and lastly upon the dais is a huge image of 
A.MIDA (Fig. 92) seated in the lotus flower which was 
sculptured by J6ch5, the foremost wood-carver of the 
Fujiwara period. 

The pictures on the doors and walls are the best 
specimens of the Amida group which was the fashion in 
those days to paint. The date of the production of 
these pictures being definitely known is made the 
standard in fixing chronological uncertainties. The 
chiselling of the Main Buddha too evinces a new style 
originated by this epoch-making designer. In short, 
the Phenix Palace is the culmination and crystalisation 
of all the arts that were known to the Fujiwara 
period, when it was just at the height of glory and 
perfection. Its splendid gorgeousness defies aU its later 
competitors. 

North of the front pond of the Hall stands the 
KWANNONDO, a work of early Kamakura, whose original 
shape is more or less injured owing to later repairs. A 
Belfry is on a little eminence to the left of the Phenix 
Palace as we face it, and there hangs a bronze bell of 
the Fujiwara period. 



MAMPUKUJI, Uji 

This temple was founded by a Chinese Zen monk, 
Ingen, who came to Japan in 1661, and is the head- 
temple of the Obaku Branch of Zen Buddhism. The 
halls, corridors, and gates are just the same as they were 
in the first days of establishment. It is the most com- 
plete sample of Obaku architecture. All these buildings 
came into existence one after another during the latter 
half of the seventeenth century, and, in strict accordance 
with the Ming usage, they are distributed over the 
grounds most reg-ularly and symmetrically. As, they 
were, however, constructed and executed by the Japanese 
architects, who took the Yedo style as a basic concep- 
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tion, and who in detail and appointment applied the 
fashion of Ming, the whole architecture is a charming 
combination of the two. 

The temple as a group faces south, and the Main 
Gate stands in the front. The central part of the roof 
is elevated after the Chinese usage. The Sammon, further 
back of the main entrance, is a two-storied gate of three 
spans and one passageway. Going up further, we come 
to the Tennoden dedicated to Miroku, who stands on the 
central dais guarded by the four gods. This is another 
Chinese construction — a mixture of hall and gate. After 
this, the Main Hall (called Daiyu-hoden, Fig. 95) con- 
fronts us. East of which are the Belfky, Gaeando, and 
Saido, and to the west the Dbum Towek, Goshido, and 
Zendo, one gToup facing the other. They are aU con- 
nected with galleries, forming a large court-yard within. 
The Hatto, is behind the Main Hall, flanked by the 
HoJO, east and west, and they are made communicable 
by means of galleri^ extending from the back of the 
Main Hall. To the south-west of the Tennoden are the 
Founder's HaU and Hoj5, neither of which has been yet 
enlisted as under the " State Protection." 

The Hondo (or Daiyii-hoden, Fig. 95) is 73x70.4, 
or five spans front and six to the side, and double-roofed. 
According to the Chinese style, the fe,9ade has a broad 
platform called " Gettai." In general construction and 
detail, it is Japanese, but the ground plan, the front 
lean-to, the finial designs and the central Hoju ornament 
of the ridge-pole, and the Buddhist fiigures inside, the 
altar, the sixteen Arhats, and some of the inside deco- 
rations, — these are Chinese. 



DAIGOJI, Daigo 

This temple is divided into two groups, the upper 
(Kami-no-daigo) and the lower (Shimo-no-daigo). The 
upper gToup was founded in 874 by Shobo (or Eigen 
Daishi), while the lower one was by degrees added in 
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904 through the pious wish of the Emperor Daigo. 
Owing to several fires, all the original buildings were 
devastated, and yet what still stands belongs to the early 
psriods between Fujiwara and Momoyama. 

To the left after the Somon which faces the highway 
of Daigomura is Samboin. This was later the residence 
of the Lord Abbot of this monastery, but it is now used 
as office. There are many buildings in this group which 
are listed as under " State Protection." Going a little 
further up, we reach the two-storied gate of the Momo- 
yama period. When this is passed, there is the Kondo 
or Takushi-do, which was removed here in 1598 by 
Hideyosliii'from Yuasa, of Kii province, where it was 
first erected towards the end of the twelfbh century. It 
has characteristics of late Fujiwara. The five-storied 
Pagoda, stands in front of this building. 

The uppsr group comprises some very important 
buildings registered as under " State Protection." The 
central edifice, Yakushi-do, was rebuilt in 1124 and 
presents Fujiwara features. The Libbakt was built by 
Chogen in order to preserve the Buddhist Tripitaka 
which he had brought from China. The tenjuku style is 
freely adopted. The Godaido rebuilt in 1606 is dis- 
tinguished for its Momoyama character. The Haiden, 
of Kiyotaki-do, is a graceful building displaying the man- 
ners of Muromachi. 

The Hall of Samboin was founded in 1115, and 
destroyed by fire foiir times. In 1598, Hideyoshi order- 
ed Gien, the Lord Abbot, to rebuild it on a larger scale, 
and the work was completed in 1606. The ground plan 
is much complicated, consisting of Daigenkwan, Ashi-no- 
MA, Akikusa-no-ma, Omote-Join (Fig. 98), Shinden (Fig. 
99), Daikuei, Junjo-kwan, Hondo, and appendages. 
They stand by a splendidly-designed garden-pond, which 
is representative of the art of landscape gardening. The 
buil(£ngs, high and low, are sometimes constructed close 
to one another, and sometimes connected by corridors ; 
they altogether present a most agreeable aspect. The 
interiors too are happily furnished, and the walls and 
screens, are decorated with pictures of high value, all of 
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wMch. were produced by eminent artists of tlie time. 
They are representative residential buildings of those 
days. 

The Pagoda (Figs. 96, 97) was erected in 951 
through the devout wish of the Emperor Murakami. It 
is a five-storied stupa raised on stone foundations, shapely 
formed and boldly worked out. The Sorin capping the 
pagoda is extra long. Axound the central column of the 
first floor and on the four walls were painted TWO Man- 
DAEA PicTCBES of the Taizo-kai {Oarblmdlwtu) and the 
Kongokai {Vajradhatu) and the eight Fathers of the 
Shingon Sect, hui they have not escaped ravages of time 
except those on the central column. The Buddhas and 
Bodhisattvas in these pictures are deKneated by delicately 
fine vermilion lines, which are shaded, and the robes are 
beautifully colored in various hues, while the ground 
board has Tcirikane designs (which is one of the oldest 
examples in the use of this fine gold filigree band). In 
all this technique are visible the manners of Fujiwara 
art. The ceilings and other parts are generally decorated 
with finely-colored flower designs. 

Some of the principal " State Treasures " belonging 
to tliis temple are described or mentioned below : 

Above all, the Takushi Hall belonging to Kami- 
Daigo courts our special attention, for not only the Hall 
itself is a neat, simple structure, but the Buddhist works 
kept inside are either masterpieces of the time or excellent 
works of art pleasant to look at. The Yakushi trinity 
(wood. Fig. 100) was probably ordered by the founder 
Shobo for the Emperor Daigo, and may date back as 
early as 907. While Yakushi is wood, coated with gold- 
foil, it retains something of dry-lacquer modeUing. The 
stately body which is enveloped in softly hanging robes 
has quite a strong and impressive pose. It may well be 
compared with the Amida of Koryuji, but in workman- 
ship this is freer than the latter, and no doubt one of 
the masterpieces of Nyorai sculpture in early Fujiwara. 
The attendant Bodhisattvas, Nikko and Gwakko, though 
smaller in size, are sweet, well-proportioned figures. 
FuaEN BOSATSU (wood) stands to the right of Yakushi 
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as we face it, and is synchroual with the latter. Though 
it is known as Fugen, it is really Taishaku. Between 
these two figures, we have Kichijoten (wood), and to 
the left of Yakushi, Yemmaten (wood) stands (Fig. 101). 
Thes3 two are said to be products of Daiji era (1126- 
1130). Yemmaten is the only sculptural representative 
of the god, who is generally painted instead of being 
carved. When it is compared with Fugen standing next, 
they look somewhat alike in form, but Yemma has softer 
Hmbs and draperies differently treated, pro\'ing that it 
belongs to late Fujiwara. 

Dbawings oe the Mystic Buddhist Figuees, thirty- 
nine pieces. One of the principal doings of the Shingon 
monks was to copy figures of the various mystic Buddhas 
and Bodhisattvas and other beings in order to bequeath 
them to the coming generations. These are the practical 
examples of what they did. They are almost all mono- 
chrome Hne drawings, though there are a few instances 
of coloring. Some of these drawings were made either 
into kakemono or into rolls, yet the whole thing is a 
huge mass of work. It is not lacking in fine productions 
occasionally such as came from the artistic brush of Shin- 
kai. Some of the pieces have inscriptions definitely re- 
cording the name of the author and the date, from which 
we are sometimes able to discover monk-artists unknown 
to the world, and sometimes to identify those whose names 
only are recorded, with their actual works now before 
us. As to the dates, early Kamakm-a is most frequently 
mentioned while there are two or three of late Fujiwara. 
The study of these Buddhist figures started in late Fuji- 
wara and was most assiduously pm-sued early in the 
Kamakura period. With the Shingon monks thus un- 
consciously trained in drawing, it was most niitural that 
some of them should be good artists. These image- 
drawings are often found in other temples, but none are 
so old, plentiful, and complete as a set, as those we have 
here at this old Shingon institute. This is really a 
remarkable happening in history, and they are worthy 
of careful preservation as most valuable material in the 
study of Buddhist iconography as well as in the history 
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of painting. The five kakemono of FUDO kept in Kodai- 
in belong to the same class, and they are all now 
entrusted to the care of Sambo-in. So are the "state 
treasures " mentioned below : — Sculpture. 1. Shc-Kwan- 
non -(wood), Early Fujiwara ; Painting. 2. Fugen-Emmei, 
early Kamakura ; 3. Sonsho Mandara, eaily Kamakura ; 
4. Dainichi-Kinrin, Kamakura ; 5. Gohimitsu, Kama- 
kura ; 6. Aizen, Kamakura ; Allied Arts. 1. Gilt-bronze 
religious articles, including Nyoi (inlaid with mother-of- 
peai-1), Fujiwara; Nyoi, late Fujiwai'a ; Bell, Kamakura; 
Stand, Kamakura ; Vajra, South Sung. 



IWASHIMIZU HACHIMANGU, Yawata 

The founding of this Shrine was in 859, but the 
present buildings date fi'om 1641 when Tokugawa lye- 
mitsu re-established them. The shrine is of the Hachiman 
style, and consists of Honden (60.5x11) and Geden 
(60.5 X 11), which are connected with one roof covered 
with the hinoM bark. Aroimd the Shrine are openwork 
fences, and in front are placed Heiden, Bdden, and the 
Two-storied Gate (Fig. 102). The Gallery extends from 
each side of the gate and suixounds the Shrine quarter. 
The plans and elevations of these buildings are modelled 
after the ancient usage, but the designs, carvings, and 
colorings are of early Yedo. 



ONJOJI (Popularly, Miidera), Shiga 

The temple was founded by the Emperor Tenchi in 
the year 669, and, after suffering a temporary relapse in 
its fate, was reconstructed by Enchin (Chisho Daishi) in 
858. It is now the Head-temple of the Jimon Branch 
of Teudsii. After the recousti'uction it repeatedly suffered 
from war-fiies, and it was not until Toyotomi Hideyoshi 
ordered the temple thoroughl}' renovated that the various 
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buildings necessary to make up a complete monastery 
came to exist. 

The wtole temple faces soutL., and the Main Gate 
called Daimon with its two guardian gods stands east of 
it. It is a structure of the Muromachi period. When 
the gate is passed, the Dinfng Hall (or Jikido), rebuilt 
in the Muromachi period, is seen to the right, and facing 
us is the KoNDO (Fig. 103). The latter is a gxeat single- 
storied construction, typifiag the Tendai Buddhism in its 
ground floor axrangement. It was rebuilt and completed 
by Toyotomi Hideyoshi in 1601. A Cisteen (Akaiya) 
stands near by west of the Kondo, which was rebuilt in 
1601. Then a little further away is the Liebaey (1602) 
rebuilt by Mori Terumoto, which contains the Buddhist 
Tripitaka of the Ming edition. The Theee-stoeied 
Pagoda of the Muromachi era stands south-west of the 
Library. 

The Shinden, of Yemman-in, originally belonged to 
the Imperial residence, and is a specimen of the Momo- 
yama palatial architectm-e richly ornamented. Both the 
Kyakuden appended to Kwangaku-in (1600) and that of 
Kwojoin (1601), are typical of the Momoyama residential 
construction. Shinea-Zenjin-do (1340) is an unusual 
Shinto architecture with vigorous sculptiu:al ornaments of 
early Muromachi period. 



ISHIYAMADERA, Shiga 

This is the temple founded by the Emperor Shdmu 
in middle eighth century. It stands on a hill composed 
of fantastically-shaped black rocks, commanding a fine 
view of the Lake Biwa and the River Seta. The chief 
buildings now left are the Main Hall, Tahoto (pagoda), 
ToDAiMON with its two Guardian Gods (of Muromachi 
period), and Shueo (belfry, of Kamakma period), and 
others. 

The Main Hall (Hondo) was destroyed by fire in 
1077 and rebuilt later. In style and construction it is 
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comparatively simple aud unaffected, yet symbolising the 
Fujiwara features. The Eaido close to the front of the 
HaU is an annex built by Yodogimi towards the end of 
the sixteenth century. 

The pagoda, Tahoto (Fig. 104), which was erected 
by Minamoto Yoritomo, at the end of the twelfth century, 
is the oldest of all the Tahoto pagodas now existing in 
Japan. The &3t-story floor is square, and the upper one 
circular, but with a square roof. B is capped with a 
sorin ornament. The whole form is well shaped and has 
an air of Hghtness. While the exteriors are painted with 
red oxide of iron, the interiors are beautifully colored and 
painted with Buddhist images and floral designs all rich 
in Fujiwara taste. 



HIYE JINSHA 

According to the tradition, the founding was in 668, 
and after the destruction by fire in 1571, the building 
was reconstructed in 1586, which is the present Shrine. 
Situated at the foot of Mount Hiye and surrounded by 
ancient trees, the shrine is a quiet spot. When we 
proceed west on the main passageway, we come by the 
mountain stream over which there span three stone- 
bridges. The extreme left is HoNGtJ-BASHi, the middle 
Hashiei-i-Bashi, and the right Daijin-bashi. They are 
all of the Momoyama period and vary in design. When 
we proceed west after crossing the Hongu-bridge, several 
shrine-grounds stand close to one another, where are 
located Hongu, Kinoshita-Jinsha, and Shieayama-Hime 
JiNSHA. Each one of these has its own Main Shrine 
within itself. North-east of this are Usa-no-miya and 
MiWA JiNSHA, while at the top to the western slope are 
Sannomiya Jinsha and Ushino-o Jinsha. Let us now 
go back to the stream front and turn south along the 
main passageway, and we come to the stream again 
over which there is the stone-bridge made in 1634. By 
going fm-ther on and turning to the right we reach the 
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TosHOGtJ Serine which was established in 1623 by 
Tenkai, Buddhist priest, to enshrine the spirit of Toku- 
gawa lyeyasu. It is dazzlingly colored and decorated 
with carvings brilliant and ornate. 

The Main shrine of the Hong-u (37.2x21.6, Fig. 
105) is the typical specimen of Hiyoshi style, and the 
present one was rebuilt in 1586, preserving the form of 
architecture that originated in the Heian or the Fiijiwara 
period. Both inside and outside, the building uses plain 
wood free from any coating, with only occasional metal 
fittings which characterised the Momoyama period. The 
maia shrine has the frontage of five spans and the depbh 
of three. The shape of the roof is original which is 
covered with the bark of hindki wood. The Main Shrine 
of Miwa Jinsha and that of Kinoshita Jinsha are of the 
same period and of the same style. The Main Shrine 
belonging to the other subsidiary buildings are of imgare 
type, different from that of the Hongu as architecture. 



YENRYAKUJI, Shiga 

This temple-group is situated on Mount Hiye north- 
east of the Capital, the foundations of which were laid 
down by the Emperor Kwammu. It is now the head- 
temple of the Sammon Branch of Tendai Buddhism, and 
its founding was by Saicho or Dengyo Daishi in the year 
788 and most highly patronised by the successive com'ts. 
The buildings were, however, razed to the ground by 
Oda Nobunaga in 1571. Toyotomi Hideyoshi was more 
kindly disposed towards the Yenryakuji monks and helped 
to restore them, which attempt was later furthered by 
Tokugawa lyemitsu. The various temples thus came 
again to crown the historical mountain. 

These temples wloich occupy the top of the Hiye are 
aiTanged making use of the topograpliical peculiarities. 

As thus their distribution is not governed by any 
general plan existing in the mind of the architect except 
for local reasons, Yenryakuji came to assume the Japanese 
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features of architecture, instead of following the geome- 
trical style of the Nara temples. To reach Yenryakuji, 
we pass by Hiye Jinsha to the right which by the way 
used to be the protecting Shinto shrine of Yenryakuji, 
and go up the slope a little over two miles when we find 
ourselves in front of the temple. Here stands a two- 
storied gate called Monjuro, afber which the Middle Gate 
(Chumon) is reached. The gigantic building of Kompon- 
Chud(5 rises back of the gate, facing the east. The 
Gallery extends back of the Middle Gate as far as the 
Chudo, enclosing a courb within these buildings. Going 
up the hiU to the left of the Chudo, the double-roofed 
Daikodo stands facing the south. The Belfet and the 
Kaidan-in (double-roofed) are near here. Towaxds the 
south-west of Kaidan-in is Sanno-in ; now turn north and 
proceed along the valley, and we come to Jodo-in, inside 
which is the Founder's shrine. Hokkedo and Jogyodo 
are north-east of the shrine, and beyond, Tempoeindo (or 
Shaka-do), which was transferred fi'om Onjoji by Toyo- 
tomi Hideyoshi. The style is of E^amakura, stiU preserving 
its essentials. Towards the north, on an eminence, stands 
the SoEiNTO, built in 820 by the founder Saicho and re- 
paired during the Yedo era. The repairing, however, did 
not altogether alter the original style of construction, and 
this building is the earhest relic as well as the arche- 
type of this form of architecture. Going further up north- 
east of this, we come to Eueido. The date is not known, 
but it retains the Zen style of structure. Besides these 
are scattered various temples not of much importance. 

The KoMPON-CHUDO, (or Central Main HaU) is 124 x 
78. After the first building by Saicho in 788, it grew 
larger yet and was a massive temple when it was com- 
mitted into flames by Oda Nobunaga. The present build- 
ing was reerected by Tokugawa lyemitsu in 1642 after 
the older plan. It is of nine spans front and six to 
the side, single-storied construction, irimoya style. The 
ground floor characteristic of the Tendai Buddhism is 
divided into two compartments. Outer and Inner Circle, 
(or Gejin and Naijin). The Inner Circle is paved with 
stone following the continental style, while the Outer 
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1. Enrgakujl Honho 5. Kaidando 9. Anraku-ritAubi. 

2. Konponcliudo 6. Tenporindo 10. Saikyoji. 

3. Sliuro 7. Sorinto 11. Ulye Jinsha 
i. Dailiiodo 8. Yokawa-Chiido 



YENEYAICUJI 

Circle, wliich is the Ir.dl for prayers, is liigher, aud, after 
the Japanese maimer, has a board floor. The Inner 
Circle is kept dark, and the mystification comes from the 
doctrines of Tendai Buddhism. The construction is grand 
and massive and antique. In detail, early Tokugawa 
technique is applied. 

The Great Lecture Hall, or Daikodo (111x69, 
Fig. 106), was rebuilt by Tokugawa lyemitsu when the 
Central Hall went through the process of reconstruction. 
It is a huge structure with the frontage of nine spans, 
double-roofed, and six spans to the side. The inside is 
partitioned into two, Inner Circle and Outer Circle, as in 
the case of the Central Hall, and hke the latter has a 
grand aspect. 
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Fig. 34. Miroku, Koryuji 

(Kyoto Imperial 

Museum) 




Fig. 33. Nyoirm-Kwamion, 
Koryuji (Kyoto; Im- 
perial Museum) 




Fig. 35. Ingwa-kyo, Ho-on-in (Kyoto Imperial Museum) 
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Fig. 36. One.'ioi: the World- 

raandara, Jingoji (Kyoto 

Imperial Museum) 



Fig. 38. Yemmaten, K-nancH- 
in (Kyoto Imperial 
>• Museum 1 




Fig. 37. One of Godai-rikiku, Dai- 
en in and other 18 temples 
(Kyoto Imperial Museum) 



Fig. 39. Fado, Seiren-in 

(Kyoto Imperial 

Museum) 
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Fig. 40. The Buddha lising from the Golden Coffer, 
Choboji (Kyoto Imperial Museum) 




Fig. 41. Buddha's Entrance into Nirvana. 
Kongobuji (Kyoto Imperial Museum) 
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Pig. 42. Nitsu-ten, one ' of the 
Twelve Gods, Jingoji (Kyoto 
Imperial Miiseum) 




Fig. 43. Minamoto Yoritomo, 

j Jingoji (Kyoto Imperial 

Museum) 




Fig. 44. Illustrated. History of Kitano Tenjin, Kitano Jinsha 
(Kyoto Imperial Huaemu) 
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Fig 46 Pictorial Biography of -Ippen-Slioiuii, Kwangikoji 
(Kyoto finpenal Miiseum) 




Fig. 45. Landscape Screen, Jingoji 
(Kyoto Imperial Museum) 




Fig. 47. Landscape, Manju- 

in. (Kyoto Imperial 

Museum) 
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Fig. 48. Landscape, Rei-im-in 
(Kyoto Imperial Musenm) 




Kg. 49. Thunder God, 
KeHninji (Kyoto Im- 
perial Museum) 




Pig. 50. One of the Seven Patri- 
archs of the Shingou Buddhism, 
Toji (Kyoto ".Imperial Museum) 



F^. 51. Kujaku-Myowo, Ninnaji 
(Kyoto finperial Museum) 
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Kg. 52. Kwannon, Daitokuji 
(Kyoto Imperial Museum)'. 




Fig. 53. landscape, in 

winter, KoncM-in- (Kyoto 

Imperial Mn,seum) 




Fig. 55. Fan of Hinoki-wood. 

Itaukushima .linslia (Kyoto 

Imperial Museum) 



Fjg. 54. Heimit-Sage, Gam.i, 
^Ghionji (Kyoto Imperial; 
.';,.; Miiaemn).. , , r 
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Kg. 56. Lacquered Sutia-Case, 

Yenryakuji (Kyoto Imperial 

Museum) 




Fig. 57. Sutra-Case, Itsukushima 

.Tinsha (Kyoto Imperial 

Museum) 





Mg. 58. Miniature Buddhist 

Shrine, Kongobuji (Kyoto 

Imperial Museum) 



Fig. 59. Celadon Porcelain, 
Flawer-Vase, Bishamondo 
(Kyoto Imperial Museum) 
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Kg. 65. Kve-storied 

Pngocla, Hokwanji 

(Kyoto) 



Pig. 64. Main .Hall, Kiyo- 
mizudera (Kyoto) 




Fig. 66. jMain Shrine, Yasaka .Tinsha (Kyoto) 
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Fig. 67. Main HaU, Chion-in (Kyoto) 




Fig. 68. Interior of the above. 
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Fig. 70. Main 

Shrine,. .Kamo-mioya 

■Tiiislia_ (Kyoto) 



.'Fig. 71. Two-storied Grate, Kamo-wake- 
ikazochil Jinsha (Kyoto) 
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Kg.|72.-PreaoMiig.=Hall, Daitokuji (Kyoto) 




Fig. 73. Interior of the above. 










Fig. 74. White robed 

Kwannon, Shinju-an 

(Kyoto) 
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Fig. 75. ]-inkaku, 
Kokuonji (Kyoto) 




Fig. 76. Main 
Shrine, Kitano 
Jinsha (Kyoto) 




Fig. 77. Preaching Hall, Myoshinji (Kyoto) 
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Fig. 82. Karamon, 

Mishi-Hongwanji 

(Kyoto) 





Kg. 81. Taimenjo, 

NisM- Hongwanji 

(Kyoto) 




Kg. 83. Hiunkaku, Nishi-Hongwanji (Kyoto) 
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Kg. 84. Main HaU, Toji (Kyoto) 





Kg. 86. Bishamon, Toji. ^ Fig. 85. Kve-storied Pagoda, Toji, 
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Fig. 88. One of tlie 
Five Kolnizo, Toji. 



Fig. 87. One of the Twelve 
Gods, Toji I Kyoto J 




89. Sammon, Tofukuji .Kyoto) 
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Kg. 90. H6woiJ6,,Byoao-in ..(Kyoto) 




Vig. 91. Interior -view of tlie above. 
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rig. 95. Buddha Hall, Manpukuji (Kyoto) 




Fig. 96. Five^stoxied Pagoda. 
Daigo^ (Kyoto) 
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Kg. 98. Sho-in, Sambo-iii 
; (Kyoto) 
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Fig, 99. Interior ot the above. 




Kg. 101. Temmaten, Daigoji. Fig. 100. Yakushi, Daigoji (Kyoto) 
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Figl 102. Two-storied Gate, 
I-nasliiinizu HacMmangu 
(Kyoto) 



Eig. 104 Two-storied 

Pagoda, Isliyama- 

dera (SMgfi) 
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Fig. 103. Main Hall. Onjoji (Shiga) 
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Fig. 105. Main Shrine, Hiye Jinsha 




Fig. 106. PreaoMig Hall, Enryakaji (Shiga) 



[XXXVIU] 



NAEA AND VICINITY 



THE KASUGA SHEINE 



THE KASUGA SHRINE, Nara 

The Main Shrine consists of four buildings, and 
regarding their first establishment there is a difference of 
opinions, but in all probabihty these four buildings were 
already in existence in the year 770. The Court, especially 
the Fujiwara family, was greatly interested in the Shrine, 
and many other buildings were added one after another. 
In 807 the Sacred Storehovise was erected ; in 859 the 
Km'uma-yadori, Naoraiden, Heiden, Utsushidono, Sake- 
dono, Itakura, and others were added ; in 916 Ghakutoden 
was made ; in 1179 the South Gate and West Gallery, 
the Middle Gate and East, West and North Galleries were 
constructed. Again in 1135 Wakamiya was built north 
of the Main Shrine ; and in 1178 (?) the Hosodono, Onro, 
and Kaguraden were built in front of the Wakamiya. 
Since then the Main Shrine regularly went through a 
periodical reconstruction, and the other buildings whenever 
necessary were repaired. The materials used were thus 
replaced many times, but the construction as a whole 
observed the origiaal style, and still retains the special 
features of Fujiwara architecture. Of all these buildings, 
those that have preserved the older material are the South 
Gate of the Main Shrine, and Galleries, the Hosodono, 
Onro, and Kaguraden, the three last of which are attached 
to the Wakamiya.. 

Passing through the first gate, we enter the main 
passageway shaded by the old stately trees, and going 
further eastwards we reach the Kueumayadoei. Now 
pass through the second gate and seeing the Ghakutoden 
to the left we turn north, when we find ourselves before 
the South Gate (Fig. 107). This is a two-storied gate 
exhibiting the technique of Fujiwara architecture. The 
Galleeies extending backwards along the left and the 
right side of the gate, encircle the Main Shrine. Inside 
the Gate, there stands the Heiden in front and the 
Naoeaiden to the left. Passing the Heiden to the right, 
there is a flight of steps, at the end of which stands the 
Middle Gate. This is another two-storied gate making 
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US remiDd of the Fujiwara style. The Galleries stretch, 
east and west, holding the four buildings of the Main 
Sheine within themselves. The west gallery turns north 
and the Nejieo is attached there. lu front we have the 
Utsushidono and north of it the Saceed Stoeehouse. 
West, of the west outer gallery there are two buildings 
in wliich the ritualistic utensils are kept, that is, Kama- 
DONO and Sake-dono, and north of the north outer gallery 
there stands the Ita-Kuea. 

Turning south in front of the South Gate, we see 
innumerable stone-lanterns dedicated to the gods. The 
Main Sheine (Fig. 108) of the Wakamfta is at the 
terminus of this lantern avenue. The Shrine faces the 
west and in style and construction it is the same as the 
Main Shrine belonging to the Kasuga Jinsha proper. 
In front stands the Hainoya, and next of it the Hosodono, 
Oneo, and Kaguraden making one architectural group. 
They are of the palace style of late Fujiwara. South of 
this group there is the Chodzuya, perhaps of the Momo- 
yama period. Besides these principal buildings there are 
innumerable small shrines scattered over the grounds both 
of the Main Shrine and the Wakamiya. All these 
historical buildings, painted bright red, and standing 
among the evergreens of the old cryptomarias produce a 
striking effect, the Hke of which cannot readily be re- 
produced anywhere else. 

The Maia Shrine belonging to the Kasuga Jinsha 
proper is a group of buildings aU constructed after one 
pattern. In style they are simple, but as it takes in 
something of the continental architecture and ornamenta- 
tion, this style is known as the "Kasuga." The first 
use of "boat-shaped" brackets, curved eaves and roofe, 
and the painting in vermilion, evince the influence of con- 
tinental taste. 



Kasuga Jinsha 




1, KTirumayadori 

% Chakntodeu 

3. Saikignra (Karaadono) 12. Naoraideii 

4. „ (Sakedono) 13. Keigammi 

5. Itaguia 14. Heiden 

6. Shamasho 15. Nejiro 

7. Kwairo 16. Onro 

8. HOk... 17. Honden 

9. Naishimoii 18. Ohuniou 



10. CtsiiMhidouu 19. Higashi-kwairS 

11. Shojomoii 20. Naramon 
21. Wakamiya Hainoya, 

Hosodono, On -ro, 
Kagiiraden 
11. "Wakamiya Hondeu 
23, Wakamiya Chozaya 
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TODAIJI, Nara 

During the reign of the Emperor Shomu, to secure 
the prosperity of the state, the great statue of Vairochana 
(Kushana) was cast, and at the same time the gxeat 
monastery of Todaiji came into existence. The work 
started on the great statue in 741, on the Kondo in 747. 
In 751 the outHne work was completed, but it was not 
after some decades that all the decorations inside and 
outside, together with the subordinate or attached build- 
ings, were aU complete. The scale on which the whole 
scheme is conceived was the gi-andest, a parallel of 
which we cannot find in the history of the country. But 
unfortunately they were all bm'ned down in 1180 on 
account of civil war. They were re-estabhshed, only to 
be consumed by another war-fire in 1567. In the be- 
ginning of the eighteenth century the temple was partially, 
restored, but the former grandeur was no longer to be 
recovered. 

The site of the temple is in the eastern part of the 
city of Nara. It faces south with a hiU back of it. In 
the front of the temple stands the Nandai-mon, inside 
which to the right we see the Honbo (Tonan-in). The 
LiBBABY building was originally the storehouse of the 
Heian period. When we go on further along the pond 
called " Kagami-no-ike " to the right, we reach the 
Middle Gate. Enter the gate and we face the majestic 
structure of the Gkeat Buddha Hall (Daibutsuden). 
The gate is flanked with galleries on both sides, within 
which is enclosed a spacious court. The Belfey stands 
at the top of the stone stairway east of the Buddha Hall, 
and near the Belfry are the Shunjodo and Nenbdtsudo, 
both of which belong to the Kamakura period. The 
Shunjodo contains among others the Statue of Chogen 
Shonin, the reconstructor for a second time of the Great 
Buddha Hall eaily in the Kamakura period, while in the 
Nembutsu-do is enshrined Jizo Bosatsu (made in 1226). 
Going further up the flight of steps we come to the 
HoKKEDO, west of which is the Sammaido (rebuilt during 
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the Kamakura period) and the Foundee's Hall (Kaisan- 
do), while east of it is the Chozuya of the Kamakura 
period, and in the south-east stands the Library of the 
Nara period, and in the north the North Gate (of the 
Kamakura period). 

Outside the Gate, and up a flight of steps, we reach 
the huge building known as Nigatsudo (rebuilt in 1669). 
West of it there are several low buildings used for various 
purposes, they are of the Kamakura period, but not so 
very important. 

West of the Great Buddha Hall quarter, we have 
the Kwangaku-in where the famous god of Hachiman in 
MONKISH FORM is preserved. (The work is by Kwaikei, 
1201.) The grounds also contain the Library of the 
Nara period. The Kaidan-in (or a kind of Buddhist 
Baptistery) is situated further west. The Tengai-mon 
is the gate facing Tengai-streat, north-west of the Great 
Buddlia Hall, and inside this gate the Sh6s6-in comes to 
view. This treasure-house formerly belonged to Todaiji, 
but was lately transferred to the care of the Imperial 
Household Department. It is noted for sheltering articles 
belonging to the Emperor Shomu as well as old documents 
and industrial art objects of the Naxa period, numbering 
as many as tens of thousands. 

Nandaimon (Great South Gate 95.04x35.64, Fig. 
109). Thig gate was first erected when the Hall of Great 
Buddha was built, but the existing one is the second 
construction of 1199. It is a two-storied gate with the 
frontal measurement of five spans and the side of two. 
When it was reconstructed, the priest-architect, Chogen, 
abandoned the old plans and adopted the newly imported 
Sung style, popularly known as the "Tenjiku." Its 
characteristic features are visible in the columns going 
up through the two stories, in bracket construction, eaves, 
and mouldings. In outward appearance, the gate is gTand 
and imposing, and in construction free and ingenious, but 
it is somewhat poor in bracket work. 

The two Ni-0 gods standing at the gate are really 
colossal. It is said that they were originally 90 sliaku 
liigh to which three more slialm were added. They are 
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Todaiji 




1. 


Nandairaon 


11. 


Ki/mngakuin 


21. 


EobendS 


2. 


Honbo Kyoko 


12. 


Kaidando 


22. 


Akaiya 


3. 


Ho'/Hm (Tonan-in) 


13. 


Kaidan-in 


23. 


Bussbo-no-ya 


4. 


Shingon-in 


14. 


Tengaimon 


24. 


Sanrosho 


5. 


Chtlmon 


15. 


SlioBO-in 


25. 


Nigioalsudo 


6. 


KTvairo 


16. 


Site of DaHcodo 26. 


Hokamon 


7. 


Sfiigakiimou 


17. 


Oyuya 


27. 


Chozuya 


8. 


Togakumon 


IH. 


Shuro 


28. 


Hokkedo 


9. 


Konclo (Daibutsuden) 19. 


NenbutHuclo 


29. 


Kyoko 


10. 


Kwangakn in Kyoko 20. 


Sammaido 
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carved, according to a reliable record, by Unkei and 
Kwaikei, the two sculptors whose invaluable help did so 
much towards the reconstruction of this historical temple 
at the end of the twelfbh century. They were the origi- 
nators of a new movement in the arb of sculpture, who, 
taking advantage of the reconstruction of the great Nara 
temples, successfully revived the Nara sculpture. That 
they went a step further on the way to realism meant 
their retrogression in the direction of idealism. Whatever 
it may be, their art as exemphfied in these huge statues, 
physically parfect and unequalled in the expression of 
terrifying fierceness, fully deserves an ungrudged admira- 
tion. All the Ni-6 after this work were mere imitations 
with various degrees of success, from which we can infer 
the deep significance of those works in the history of art. 
(Fig. 110.) 

Inside the gate a pair of Stone Lions stand at either 
side. They are products of the same time as the two 
guardian gods, but come from a different chisel, for the 
author is said to- have been a Sung artist called Kokuro. 
They are some of those examples of Sung art, the trans- 
plantation of which was attempted in various fields early 
in the Kamakura period. They are memorable relics. 

KoNDO or Daibutsu-den (Great Buddha Hall, 
188.16 X 166.6— height 157, Stone-foundation, 223.3 x 
202.4 height 7 ; Figs. Ill, 112). The frontal measure- 
ment of the original Buddha Hall was 11 spans and the 
side seven, that is, 284.2 x 166.6 and its height 152.88. 
While the stone foundation was 319.48x201.88 and 7 
high. At the time of the second reconstruction, the 
original plan was followed, but for the third reconstruction, 
it was reduced in dimension, the front of 11 spans was 
cut down to seven, leaving the side measurement the 
same as the first. This made a great difference in the 
magnitude of the whole structure, but, even as it is, the 
temple is the largest of wooden building not only in 
Japian but in the world. 

The HaU is double-roofed, of hipped type, and either 
end of the main ridge-pole is decorated with sliibi. The 
construction is what is known as the tenjilcu style, import- 
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ed from Sung during tlie Kamakura period. The pillars 
are enormous, the greatesb measures 5 sltakti 1 sun in 
diameter. They are covered with heavy planks and tightly 
bound with copper bands at several points. In order to get 
.enough light into the interior, a Kara gable is construct- 
ed high up at the central part of the lower front roof, 
and under the gable a large window is framed. The 
floor inside is paved with stone, and in the centre there 
stands the chief Buddha of the temple. The ceiling is 
coffered, its height from the floor is 98.25 shaku. The 
whole temple is grand in construction, and the detail 
corresponds to it. It is the best and grandest specimen 
of middle Yedo architecture. 

Ktjshana (Vairochana Buddha), the central object of 
worship of this temple, is made of bronze, and we know 
of no other work of a similar nature to be compared with 
this colossal statue, as far as size is concerned (Fig. 112). 
It has gone through processes of repair, and yet retains 
some of the original features. The casting of this huge 
work starbed in 745, and in four years most of it was 
completed. This fact alone that a work of such magnitude 
could be carried out in such a short space of time, proves 
an extraordinary attainment of technical skill. Excepting 
those parts that were retouched and repaired later especial- 
ly early in the eighteenth century, that is, the head, chest, 
and both shoulders including the back, we are yet able 
to discern, in such part as have retained the original 
work uninjured, how well balanced were the trunk and 
the limbs, and how vigorously the drapery-folds were 
executed. Especially, the sleeves hanging around the 
arms and the skirt falling over the lotus-pedestals still 
reveal the unusual strength of the original conception, in 
spite of all the " Genroku " transformation that was added 
to it. If one wants to reproduce the grandeur of the 
colossus in its first days, the ugly halo at the back of the 
Buddha must be replaced by the gTand halo with more 
than 500 heavenly beings and incarnated Buddhas, which 
is splendidly pictured in the panorama roU of Shigisan. 
The combined height of marble and lotus-flower dais 
originally was 18 sliaku and the circumference at the base 
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395 sJiaJcu, all of which are gone now. Only seven original 
petals are left, from which one is able to tell something 
of the past splendor ; that this colossus was wholly the 
creation of rehgious beHef can be inferred even from one 
of these petals ; they also give us material for the study 
of pictm-es of those early days, a very few of which have 
come down to us. 

To examine the original lotus-petals, let us go around 
to the east side of the statue, where we can see on the 
outside of each p2tal the Buddhist conception of the uni- 
verse engi'aved according to the Kegon doctrine. 

In the lower part of the picture a lotus-flower of 
seven petals is di-awn, on each of wliich stands the Mount 
of Sumeru, while in the uppar part twenty-five layers 
are one over another, and within each layer are in- 
numerable buildings and innumerable Buddhas. At the 
top Shaka in the preaching attitude occupies the central 
position, and at either side of him stand twenty-two 
Bodliisattvas, while along the edge of the petal a great 
congxegation makes offerings to the Buddha. The whole 
scheme of the universe is repeated on each petal in order to 
express gxaphically the Kegon doctrine of the existence 
of innumerable worlds in one flower and the appearance 
of one Shaka in every one of these innumerable worlds. 
That the great Vairochana-Buddha sits on the lotus- 
flower, each pstal of which has the engravings above 
described fully attests that the whole work is based on 
Kegon Buddhism. How exalted the conception of the 
author was in the execution of this gTand scheme of the 
universe can be measured from the size of a single lotus- 
petal which is 8 X 13 shaiu, large enough to produce a 
masterpiece. It was inevitable that the design of these 
petal pictures tended to be formal because of their ex- 
planatory natm-e, yet there is a skilfril disposition of 
gToup and each individual figure shows a perfect formation 
in features and in body, as if we were witnessing here 
every characteristic of Tempyo sculpture. The lines 
engraved are soft and yet not lacking in strength, in 
which we are also reminded of the use of the brush in 
those times. 
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At the time of the first establishment the Buddha 
Hall contained besides the Buddha itself two side- 
attendants and the four guardian gods of 30 to 40 slialcu. 
We cannot form any conception from these Genroku 
products of the grand sight of the olden times. The 
octagonal Beonze Lantern in front of the Buddha Hall 
retains much of its original shape, strangely standing 
alone among the ruins. In its general outline gracefully 
formed it well deserves to be set up before the Great 
Buddha. As to the detail, heavenly beings, lions, flowers, 
and other things are designed on the lantern windows, 
also revealing a conception of beauty peculiar to Tempyo. 
The suppDrting post is muiutely inscribed with the 
scripttural texts in which is explained how meritorious it 
is to offer light to the Buddha, — thus to the minutest 
detail demonstrating that this gigantic undfertaking was 
but an act of piety. 

The Great Buddha Hall was originally sinrounded 
on all sides by a gallery, but at the time of the third 
reconstruction the back gallery was omitted, and the 
original width of two spans was reduced to one. In 
front of the Hall a double-storied gate of five spans by 
two was erected, and to the left and the right galleiy a 
single-storied gate was built. 

Belfry (Shuro, 25.1 square) it is not exactly known 
when the Belfry (25.1 square) was re-erected, perhaps it 
was in 1239. It is one-story and irimmja type. The 
columns are massive, brackets axe delicately fi-amed, the 
general are strongly curved. In the construction under- 
neath the roof much freedom is displayed. A large 
bronze beU hangs inside. 

HoKKEDO, or Sangatsudo (60.59 x 83.5). This was 
first estabHshed by Roben in 783 by the order of the 
Emperor Shomu. Originally it measured five spans fi-ont 
and four deep and the roof was of a hip construction. 
During the Kamakura era, the Eaido was connected to 
its front, and the style of the roof was also more or less 
transformed. The Main Building which exlubits in style 
features of the Nara period is a grand work of architectul-e. 
The Raido is purely Kamakura in style, and, paying no 
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attention to the conventional rules of construction and 
technique, the architect carries out his conception with 
the utmost freedom. 

As Horyuji is the treasure-house of arts from the 
Asuka to the Nara period, so is Sangatsudo a great 
museum of sculpture in which the arts of the Nara period 
are represented in their best workmanship, though confin- 
ed to a narrower field. The Main Buddha of this Hall 
is FuKxJ-KENSAKU KwANNON Synchronous with the founding 
of the HaU itseM (Fig. 114). The sMU in the use of 
dry-lacquer may not be the highest when judged from 
the best work of the time, and in consequence it is not 
quite shapely modelled. This defect, however, gives us 
a feeling of boldness and primitiveness, and the gigantic 
frame of twelve sliaku looks as if about to burst with 
energetic spirit. On the other hand, in detail the work 
is wondeiiully delicately executed, the sacred crown has 
the insertion of precious stones, and the halo has unique 
openwork designs. The Two Vajra Gods standing in 
front and the FouE Gods in the four quarters are of 
appropriate workmanship as guardians of the central 
Buddha. In form they are somewhat flat and hard, but 
the greatness of their works hes in the control of an 
overflowing energy which does not make any wanton 
display. The ornate decorative designs, many of which 
are still visible, are well in keeping with this kind of 
works. What strikes the spectator most impressively in 
all these statues is the greatness of their spiritual power, 
which being embodied in a form twice as large as life- 
size, almost breaks out the material hmitations. We are 
able by the aid of these statues, to visualise before our 
mental eyes what might have been those side-attendants 
and four guardian gods that used to stand beside the 
Great Buddha in the Daibutsuden (Great Buddha Hall) ; 
and we then realise how far they must have surpassed 
those now present before us, not only in size but in the 
depths of spiritual energy. 

At each side of the Main Buddha stand Bonten and 
Taishaku, both in clay (Figs. 114, 115). They diifer in 
material from those already mentioned, and are of smaller 
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size, but their artistic value is hx greater and marks the 
culmination of Tempyo sculpture. Bonten (to the left) is 
particularly fine surpassing aU the rest. The technique 
of clay-modelling has reached almost a stage of super- 
human perfection as embodied here in a form, full and 
well-rounded, characteristic of Tempyo art. The refined 
dignity of the face is to be compared to the Kwannon of 
Yumedono. The only difference is that in the latter 
faith is more represented whereas this is more artistic. 
The face of Bonten, with curved eye-brows and well- 
rounded cheeks, is the idealisation of a beautiful parson 
as we come across in the pictures and theatrical masts 
of the day. Faces of this type are also seen in Benzai- 
TEN and KiCHiJOTEN which on account of disfigm-ation are 
kept in a shrine back of these statues, but they lack 
sadly in refined nobility when compared with Bonten. 

There is another pair of Bonten and Taishaku (dry- 
lacquer) in this Hall. They are in size well proportion- 
ed, but comparatively of inferior workmanship. It is to 
be regretted that the effect of later repairs was injurious 
to the form. 

Lastly, our attention must be directed to the Vajba 
King kept in the shrine (facing north) back of the dais 
in this Hall. This has been a " hibutsu " (not open to 
the public view), and even now the parmi^ion to view 
it is not easy to obtain ; but for this reason all the 
colorings have been well preserved. The left hand is 
clinched and the right holds a vajra (mystic symbol), 
while both legs are stretched and firmly planted on the 
ground, — this action is something unusual in those days. 
But the action is well under restraint and the grave 
serenity of thepose is undistmrbed, wherein is manifested 
the spirit of Tempyo art. 

The Hall contains, further, a wooden statue of Jizo 
and that of iFudo attended by two boys. The latter 
were produced in 1373 and Jizo is probably of the same 
date. These were no doubt fine spscimens of art in 
those days, but after those masterpieces aforementioned, 
we feel the distance between the two sets of work to be 
that of god-like beings and human creatures. 
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The Kaisando (Founder's Hall). 24.2 square. 
First built in 1019 and reconstructed in 1250. Tenjiku 
style, one-storied buUding of three spans, with roof of 
pyi-amidal shape. Brackets psculiarly constructed. 

The Statue oe Koben, founder of the temple, is 
placed in the shrine of Kamakura typa (Fig. 116). One 
of the best examples of portrait sculpture that has 
survived to us. It was probably made in 1019 when 
this temple was raised. The style is that of the prece- 
ding era and the drapery-folds are more or less conven- 
tional, but the features and the general form reveal a 
great character. It is not quite a usual thing to find 
such a specimen in middle Fujiwara, and ifc is interesting 
to be reminded of the fact that Nara sculpture was not 
after all that of the new Kyoto style. 

The Foue Guaedian Gods at Kaidan-in. The four 
gods (in clay) guarding the Kaidan (Baptistery) were 
recently brought here from somewhere else. Shapely and 
well-balanced in form and with their characteristic 
features, they are probably products of the same artists as 
Bonten and Taishaku at Sangatsudo. EspaciaUy, in the 
features of Komokuten (Fig. 117) we notice the noble 
and dignified Bonten modified into the terrifying power 
of the Four Gods. The Herculean muscles are ill 
concealed underneath the armor. The form of the chest 
is splendidly executed. Komokuten is easily the noaster- 
piece of the four, in all of which, however, there is 
something calm in spite of the fearful exhibition of 
activity. All varied in form, yet each is excellent in its 
way. There is no doubt that they are the most superb 
Gods ever produced, even surpassing those at Sangatsudo. 

The Tengai-mon (55.4x27.6). This gate was set 
up in the middle eighth century when Todaiji itself was 
constructed. A single-storied gate of 3 spans front and 
two deep, with a gabled roof. The Columns and brackets 
are comparatively large, strength is fully appreciable, 
and particularly the side construction is excellent in 
technique. It is to be regretted that the Kamakura 
architect shghtly altered the ffaming of the brackets at the 
time of reconstruction. 
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KOFUKUJI, Nara 

This temple was first built by Fujiwara Kamatari in 
669, but since tlien the site was removed twice. The 
present grounds were selected by Fujiwara Fubito, son of 
Kamatari. The Empresses Gemmyo and Gensho, Emperor 
Shomu, Empress Komyo, and others vied with one an- 
other to fill up the grounds with all kinds of haUs and 
buildings. It was one of the grandest monasteries of the 
time, but frequently destroyed by fire and restored each 
time ; the present group is of much later date, after the 
Kamakura period. 

The temple occupies a low liill confronting the lake 
called Sarusawa-no-ike, and commands a beautiful sight. 
We first pass over the old site of the Nammon in front 
of the temple, and next over the Chiimon site, finally 
reaching the Chiikondo, a provisionary building of 1619. 
ToKONDO stands east of the Chiikondo and in the south 
the FiVE-STOEiED Pagoda is seen grandly towering. To 
the west of the Chiikondo and a little further back, the 
Hokuendo is set up, while the Nan-endo (rebuilt in 789) 
is located to the south. The Three-storied Pagoda stands 
a little lower to the south-west of the Nan-endo. 

The HoKU-ENDO (Fig. 120), an octagonal construction, 
each side measuring 16.2, which was first built in 721 for 
Fujiwara Fubito by the Empresses Gemmyo and Gensho, 
bm-ned in 1180, and rebuilt in 1207. The roof is tiled, 
and capped with a Hoju-roban, and the ceiling and 
canopy ai-e painted with floral designs and musical 
instruments, well preserving the ornamental aa't of the 
Fujiwara period. 

The STATUE OE MiROKU which is the chief object 
worshipped here was the work of Unkei who also pro- 
duced the patriarchs of the Hosso Sect, now kept in the 
Imperial Museum of Nara. While it is said that Unkei's 
favorite art was not in the carving of the figures of the 
Nyorai type with an expression of loving-kindness, the 
present work proves how successfully he put a new life 
into the conventionalised sculpture of Fujiwara style. The 
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consciousness of a new steength is felt in the features 
with marked characteristics as well as in the line of the 
drapery. The refinement of Nara sculpture is lacking, 
but as to dignity there is enough of it (Fig. 118). 

The Theee-stokied Pagoda (the first story is 15.98 
square, and height 62.96) was first erected in 1143 and 
was burned probably at the same time when the Hoku- 
endo took fii-e. The present one in all likehhood was 
rebuilt in about 1250. It is three-storied, well balanced 
in shape, and in detail deUcate and exquisite. The older 
pagodas of Japan following the Chinese prototype stood 
on a stone platform, and for the first time this pagoda 
started the construction of a veranda all around the lower 
story. On the central pillar are painted one thousand 
Buddhas ; aU. around from pillars to ceihng the interior 
is decorated with delicate designs and paintings. 

The FiVE-STOEiED Pagoda (first story 28.93 square 
and the height above the platform 165.36, Pig. 119) was 
originally erected by the Empress Komyd, and in 1426 
the present one was rebuilt. It stands on a high stone 
platform and ranks in height next to the pagoda of Toji. 
In detail it is an imitation of the Nara style, in con- 
struction grand, and its form is most beautifully balanced. 
StateHness is its general impression. . It is one of the 
most shapely pagodas now in existence. 

The building of the Tokondo (76.96 x 41.44) was in 
726 when the Emperor Shomu had it erected to pray for 
the health and longevity of his aunt Empress Gensho. 
It was burned down several times before the present Hall 
was reconstructed in 1415, which in plan, elevation, and 
detail follow its archetype, the soundness and gxavity of 
which is well preserved. 

The chief object of worship at this Hall is the 
Takushi tbinity (in bronze), which was, like the building 
itself, probably made with the attempt of reviving the 
Nara art. The result was not so happy in this case 
as with the architecture, for it is rather an inferior 
production, and our interest lies more in its contrast to 
the splendor of Nara. The statue of MonjU in front 
of Yakushi forms a pair with Yuima kept in the Museum, 

[ 99 ] 



NARA 

both of wMcli were created in 1194 by Jokei, second son 
of Unkei. Though skilful in technique, it akeady augurs 
the ossification of the Kamakura type. The greatest works 
of art to be found in this Hall are the FouE Guaedian 
Gods standing at the four, corner of the platform. In 
these figures we note the adoption of dry-lacquer techni- 
que into that of wood-carving, and therein one may say 
Nara sculptm-e still lingers, bespeaking a transitional 
style in early Heian psriod. How the grave solemnity 
and concenti-ated energy of these Gods collapse into the 
ilaccidity of the next period may best be demonstrated 
by comparing the present statues with those corresponding 
ones in the Chiikondo which are late Fujiwara works. 
And again how this enervation gets revivified may be 
understood by going to the Nan-endo and looking at the 
Four Gods there. The Twelve Wae-gods standing on 
the same platform here, probably works of between 1200- 
1206, also afford the data of a similar nature, and in this 
respect they are full of interest. Two statues of Shaka 
Nyokai placed in one of the corners of this Hall are fine 
specimens of Fujiwara style. 

The following are the principal Buddhist Statues 
IN THE Chukondo : 1. Dry-lacquer statue of one of the 
Ten Great Disciples of Buddha, Nara ; 2. Wooden statue 
of Amida, sitting, Fujiwara ; 3. Wooden statues of the 
Four Gods, standing, Late Fujiwara ; 4. Wooden 
statues of Bonten and Taishakuten, both standing, 1201 ; 
5. Wooden standing statues of Takuwo and Yakujo 
Bodliisattvas, 1202 ; 6. Wooden statue of one-thousand- 
Axmed Kwannon, standing, Kamakura. 

The principal object of worship in the Nan-endo is 
Fuku-Kensaku Kwannon, which as the gTiardian Buddha 
of the Fujiwara family formed the centre of their religious 
life. When the present statue was carved by Kokei, 
father of Unkei, in 1186, the artist seems to have been 
especially careful not to deviate fi'om the original type, 
llius, the traces of imitation are discernible, but nothing 
predicting a new dawn is here. On the other hand, the 
FoUE Gods coming fi-om the same chisel at the same time 
are the most vivid expressions of a new spirit (Fig. 121). 
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The most expressive face with a, pair of false crystal 
eyes, the spring and sweep of the body, a most unreserved 
display of overflowing energy, somewhat dazzling to look 
at for any length of time, and yet as a whole well 
balanced and fully under conti-ol ! These statues are most 
happily executed. Compared with them, the Six Patri- 
archs OF THE Hosso Sect standing on the platform are 
so immature that we may hesitate to attribute them to the 
same authorship. While following the free, vigorous 
style of Nara sculpture, they have exaggerated too much, 
in which respact the statues of the Six Patriarchs are 
not to be compared to the Four Guardian Gods above 
referred to. 

Though the Bronze Lajstern in front of this Hall 
went through a partial repair, it was a work of four 
years later than the date (813) of the founding of the 
Hall itself. It is beautifully shaped. The inscriptions 
on the windows are in fine handwriting and are now for 
safer keeping placed in the Imperial Museum of Nara. 



THE IMPERIAL MUSEUM OF NARA 



I. SCULPTURE 

KuDARA KwANNON (Fig. 122). HcryujL — Tradition 
ascribes this to Korean workmanship, and its form is so 
oddly primitive that the tradition seems justifiable. Hence 
it is commomly known as the Kudara (Korean) Kwannon. 
The part above the waist, all nude, is dry-lacquer work, 
while the paxfc below with the skirt is wooden. It is a 
strange-looking statue with an extra-slender body. In 
form and in technique, it is primitive and may be 
regarded as a Koreanised specimen of Northern Wei 
style. The bamboo-shaped supporter of the halo and the 
pentagonal pedestal are also the features peculiar to 
that style. We may take it for a Korean work in the 
sixth century. The form is flat and thin a,nd the pose 
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regular ; but the feeling one gefa is that of sublimity, it 
looks as if it were about to ascend to Heaven. 

Panel with a Pagoda of one thousand Buddhas 
(Fig. 123). Hasedera. — ^According to the inscription, the 
work is to be known as the Pagoda of One Thousand 
-Buddhas, but when we examine the various figures on 
the panel, it may better be considered a sort of the 
Hokke Mandara (Pundarika-Mandala). For in the lower 
story of the ceniral pagoda two Tathagatas, Shaka and 
Taho, are sitting side by side, while the upp3r story 
contains the Shari, and the pagoda is surroimded by 
numberless Buddhas. The inscription further says that 
Domyo, priest of Gufukuji, made this Mandara for the 
Emperor Temmu in the year 674, and that a religious 
service was held for the Mandara in the vicinity of the 
present Hasedera : but this date does not agree with the 
other old records we have. As to its being the only 
surviving specimen of the Hokke Mandara in relief after 
the old T'ang style, there are no diverging opinions. 

BoNTEN (Brahma), Taishakuten (Indra), and the 
FouE Guardian Gods. Hcryuji. — Modelling in clay was 
quite an art in the Nara period. The nature of the 
material was not favorable to the making of huge forms, 
but when many small images were to be modelled at one 
time, clay came handy. This is attested by the works 
of those days that have survived to us. The present 
statues also made in clay are of the Nara period. Barring 
the defects inevitable for this kind of material, these are 
rare examples of the respective gods patterned after the 
T'ang style. 

TumA (or Vimalakirti, Fig. 124). Hokkeji. — The Su- 
tra bearing this name was expounded early in the seventh 
century by the brilliant Buddhist prince, Shotoku, and 
after this, it became a customary event of the year in the 
following century to have a religious gathering called the 
"Yuima-ye." Yuima was now a popular theme for the 
artists, and the present statue came into existence. As 
clay modelling was then of general pervalence, this is 
made of the same material. To produce the Buddhist 
pliilosopher in a condition of pretended iUness as is told 
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in the Sufcra was a most difficult subject of art for the 
sculptor, and the author of this statue deserves an un- 
reserved admiration, who succeeded in representing Yuima 
not merely as an old man but as one suffering iimerly 
for all his fellow-beings. 

The Ten Great Disciples oe the Buddha, dry- 
lacquer (Fig. 125). Kpfukuji. — Out of the ten, only six 
have survived, and five of those are shown here. The 
material is dry-lacquer and well harmonises with the 
figures represented. The idea of the artist to symboHse 
the spirituality of the great disciples by making them 
bodily slender is most appropriately expressed through 
the medium of dry-lacquer. Not only that, but in mani- 
festing their meditative moods which are seen in the brows 
shghtly knitted as well as the refined sentiments of loving- 
kindness that are moving in their hearts, — in all this, 
dry-lacquer is the best yielding material. The happy 
combination naturally resulted in these excellent produc- 
tions. The date may probably be fixed as late Nara. 

The Eight Buddhist Demigods (Hachibushu), dry- 
lacquer. Kofulcuji. — The Eight Statues are complete in 
number, but Gobujo being in a damaged condition, seven 
are here on exhibit. They are dry-lacquer work. Some 
of them are strange-looking creatures, but even in the 
bird-faced Karura (Gharuda) or in the angry-looking Pi- 
pakala(?), there is a charming soft expression of innocence 
and tender-heartedness. As there is sometliing common 
in expression between these statues and the ten disciples, 
they were parhaps modelled by the same hand. As far 
as the feehng of agreeable freshness is concerned, these 
two groups are superb examples of Nara art. 

BoNTEN, or Brahma (Fig. 126). AkisMnodera. — The 
head is dry-lacquer, and the body is wood, being repaired 
in middle Kamakura. Strain and energy are expressed 
no only in the formation of the head, but in every facial 
muscle. Such a youthful and vigorous work was very 
rare among Nara sculptures. The body repaired is on 
the whole in conformity with the original conception, 
expressive of restrained energy. Taishakuten of the same 
type is also visible in this room. 
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MiEOKU, -wood, (Fig. 127). l^daijL—GaxYing in one 
solid piece of wood was prevalent between the late eighth 
and early ninth century, and the statues so produced were 
as a rule stiif in spite of the strength seen in the carving 
of featui'es and Hnes. In this image of Miroku, however, 
there is no stiffiiess, and the Hnes are easy and elegant, 
— something rare in this form of sculpture. Though small 
in size, its deep set eyes and its gravity of posture well 
compare with the colossal Buddha. Tradition says that 
this was the trial model for the Daibutsu. Whatever it 
was, this statue has dignity worth being so considered. 

Divine Statues, wood, (Fig. 128). YakusMji. — A 
god in the style of a Buddhist monk and two goddesses 
in secular form, according to Buddhist theology, compose 
the original body of the god of Hachiman. The old 
record in this temple states that towards the end of the 
ninth century the god of Hachiman was enshrined in the 
precincts, and these images were probably then produced. 
The god in the monkish style and dress logically shows 
the technique of the mystic sculpture of Buddhism, but its 
features, together with those of the godesses and their 
garments, are purely Japanese. As this was the time 
when Buddhism was trying hard to accommodate itself 
to the native feelings, and as the art of sculpture too made 
an extraordinary progress during these times, the artist 
was able to produce thesa native divinities as objects of 
popular worship. 

Shaka, wood. Kbfukuji. — This is a gilt-wood statue, 
showing a mastery of the rhythmical undulations of dra- 
pery hnes. The facts that these folds show the traces of 
growing softness when compared with those of Shingon 
sculpture, and that the eyes somewhat downcasb are ex- 
pressive of charm in connection with the reposeful atti- 
tude, evince a general tendency that the art was growing 
more and more Japanised. While the work is populaa-ly 
attributed to Jccho, it may more properly be regarded as 
a product of the early tenth century, when the Jocho style 
was still in the process of evolution. Most of the curled 
locks are gone, and no ornamental fittings are on the 
figure, but its commanding spirituality is indisputable. 
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The Eleven-headed Kwannon, wood. YakusMjL— 
Carved in solid Avood, standing straight, with an 
accentuation of strong muscles around the waist, it 
gives the effect of seriousness. Such an abundance 
of hanging hair is rarely seen in Buddhist sculpture, 
and so is the way of gathering the skirt around the 
waist, which is however in conformity with the old 
convention. Made late in the eighth century, it is one 
of the oldest eleven-headed Kwannon statues that have 
sm-vived to us. 

Broken Buddhist Images, wood. TosUdaiji. — 
There are many Buddhist statues in this temple which 
are lefb neglected because of their damaged condition. 
Those on exhibition here are some of those that are 
comparatively less out of shape. Common to all these 
statues, there is something that may be termed the 
Toshodaiji type, which renders itself to be further divided 
into two. The one is dry-lacquer in wood work, eyes 
are sunk, furrows are plentiful, and muscles lack in 
energy, but there lurks through all these a soft tender 
feeling. Hosho is an instance of this. The second group 
is wood, the head is small, the waist is stout, muscles 
are strained, and a general expression is strength. Its 
typical representative is seen in Yakushi. The first class 
differs in technique from the work of the Nara period, 
and the second for the same reason is not that of the 
early Heian. They are influenced by the styles of the 
two psriods, and are not classifiable under either. 

Fuku-kensaku- Kwannon, Sho- Kwannon, Yoeyu- 
KwANNON, The Foue Guardian Gods, wood. Daianji. — 
Ever since the first establishment of this temple several 
removals took place. When the Nara dynasty was 
flourishing, it foimd itself in the capital, and was counted 
as one of the Seven Great Temples there. Consequently, 
in all these statues there is a common element showing 
a style of the late Nara period, which might also be 
termed the Daianji type. (1) Carved in one soHd piece 
of wood ai'e Yoryu and Sho-Kwannon together with 
their lotus-petal stands, and the whole piece is so made 
as to be directly inserted into the pedestals. In the case 
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of the four guardian gods, the pedestals and the whole 
figures are caarved out of one piece of wood. (2) The 
statues are somewhat dwarfish and tend to be stout ; this 
tendency is specially noticeable in Fuku-kensaku and the 
gods whose waists are too full. (3) The cheek-bones are 
too prominent. (4) Judging from these characteristics, 
these statues lose somewhat of dignity. On the other 
hand, they are free from those defects, rigidity and 
heaviness, which are common to the works carved out of 
solid wood. The material is quite cleverly handled, and 
an air of softness pervades aU these statues, which is an 
unusual thing for this class of work. 

The Pateiaechs of the Hosso Sect, wood. (Fig. 
129). Kofukuji. — According to the tradition the one who 
has a milder expression is A^anga (Mujaku), and the other 
with frowns is Vasubandhu (Seshin). But the old reliable 
records of the time make the former Seshin and the 
latter Hsiian-Tsuang. They were originally placed in the 
Hokuyendo as side-attendants to Miroku Bosatsu. The 
author was Unkei who was the central spirit of the 
Kamakiura Renaissance. They were produced in 1208, 
together with Miroku, the chief object of worship at the 
temple. No works of his were ever so definitely known 
in date. He was immortaHsed by them. The bold, 
strong, yet rhythmic folds of drapery chiselled out of an 
innocent block of wood reveal a grand personality not 
only in physiqiie but in spirit. His style reminds us of 
Michael Arigelo of Renaissance. Crystal is inserted in the 
eyes as an aid to the facial expression. This method of 
insertion was not unknown before him, but it was he 
who achieved a success in the art, while he was not its 
inventor. 



II. PAINTING 

KiCHiJOTEN (Fig. 130). YakusKji.—^h.e is general- 
ly worsliipped as a goddess of material welfare, but she 
is also Beauty deified. The curved eyebrows and full 
cheeks and the graceful pose as if she were about to step 
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forward, suggest a beautiful womaiiliood as conceived by 
ancient Gliinese. The dress, ornaments, and general the 
style bespeak the manners of the T'ang dynasty. There is 
no doubt that the portrait had a close relation with the arts 
of the T'ang. The mystic rite which was performed with 
this goddess as the central object began to be practised 
in 768 throughout the country, and at Yakushiji, where 
the present picture is preserved, we Imve a record stating 
that the rite was performed in 773. From these facts, we 
may safely conclude that tliis Kichijoten was a work of 
those days. 

The Mandaea Pictures of the Universe. Kqjima- 
dera. — Like the Mandara pictures of Jingoji (See under 
the "Kyoto Museum"), the present ones are painted on 
dark silk with gold and silver pigments, and the date of 
production also belongs to the early part of the ninth 
century. When these two sets are compared, we may 
notice that those of the Kyoto Museum are grander in 
conception, and the effort is centered on the figures, while 
the present ones are exquisite in the decorations and tiie 
author displays more of technical skill. The former may 
be regarded as direct copies of the T'ang art, while in 
the latter is foreshadowed the coming development of 
the native style. The Kyoto pictures are unfortunately 
much defaced and many are the figures that defy 
restoration; but with the present ones the gold and 
silver pigments are stiU fresh, and the original elegance 
is visible. 

The Twelve Gods (Juniten, Fig. 131). Saidaiji. 
— Under the T'ang dynastry, these gods were worshipped 
as specially belonging to the Shingon school of Buddhism, 
and the present pictures which were produced in Japan 
during the ninth century are still retaining those original 
types as existed in China. The portraits of these gods 
riding on different animals are frequently met with in 
sketches, but such as are seen here painted in colors as 
real objects of worship are perhaps nowhere else to be 
found. The spirit of grandeur pervades the pictures which 
are most excellently finished. 

The Amida Trinity (Fig. 182). Hoklceji. — This 
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picture originally decorated the wall of a Buddhist shrine. 
Amida is in the attitude of preaching, and attended by 
Kwannon who holds a lotus-stand and Saishi who has a 
canopy. All the figures, either sitting or kneeling, are 
expressive of the idea of receiving and embracing the 
devotees. The grand Amida sits dignified, and the 
strength of faith is shown in his posture. In majestic 
authority, the Amida of later productions, so delicate and 
weak, do not begin to compare with the present one. 
The attending Bodhisattvas too look serene, refined, and 
dignified. How the development of the Pure Land 
doctrine in Japan found its earliest expressions in art 
may be traced in such pictures as this. When this 
picture is compared with that famous welcoming Amida 
of Koyasan, (See under the " Tokyo Imperial Museum,") 
we notice that the latter surpasses the former in approach- 
ability, but as far as the inner consciousness of Amida in 
himself is concerned, the present picture is far more 
eloquent of his spiritual power. In regard to this difference, 
we also observe the relations existing between religious 
development and artistic expression, and understand why 
this belongs to early Fujiwara period. 

Kusha-Mandara. Tbdaiji. — The picture represents 
the main object of worship in the Kusha Sect and its 
guardian gods. In style and the mode of deHneation, it 
foUows the T'ang ai't. While it is hard and rigid, a 
noble feeKng is spread over the whole canvas. The 
figures when taken singly wUl find their parallels else- 
where, and the rare value of the present picture consists 
in the grouping of them all as the Kusha Mandara. 

GoNZO. Fumon-in. — Gonzo (758-827) was a con- 
temporary of Kiikai and his friend. The sculptural style 
of the portrait is quite in keeping with the personality 
of the monk, who was a serious-minded observer of the 
Vinaya precepts. The eyes are gazing, the mouth is 
open, a string of rosary in the right hand, and the left 
forming the " mudra of preaching," the figure looks as 
if ready to start on his mission. Such a free rendering 
is rarely met with in portraiture. The inscription is 
reported as composed and copied by Kukai, but the 
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report is incon'ecfc. The hand-writing was not by Kukai, 
but by somebody else whose date was not very much 
later than the year 828 mentioned at the end of the 
inscription. 

JiON Daishi, a Hosso Patriaboh (Fig. 133). Yaku- 
shiji.—Jion (630-681 or 682) was the greatest disciple of 
Hsiian-Tsang, and a deep philosopher of the Hosso Sect, 
who was noted for a great number of the learned books 
he wrote. He died rather young being only fifty-three years 
of age. After his death, the Buddhists had his portrait 
painted in order to commemorate the greatness of his 
parsonaHty and his work. The present picture was 
produced in Japan following the Chinese original models. 
His remarkable genius shines through the Hues gracefully 
executed, and one forgets that it ever had an original to 
copy from. Judging from the mode of delineation and 
the style of handwriting which appears in the picture, 
the work probably belongs to the middle Fujiwara 
period. 

Shotoku-Taishi and High Priests. Ichijoji. — How 
Prince Shotoku was related to these high Buddhist priests 
is not known, but the picture is a splendid work of art. 
Some of the priests are comparatively well preserved and 
their original forms are traceable. The method of 
coloring consists in emphasising the central parts and 
growing fainter towai'ds the periphery. Over the shading, 
various designs are either drawn or painted. The colors 
are fresh and briUiant after the manner of late Fujiwara. 
Enveloped by these rich and perfect colors, the high 
priests sit serene and express every characteristic of a 
saintly spirit commanding reverence. The source of this 
picture is of course in the art of the T'ang dyna,sty, but 
the atmosphere of elegance and refinement reveals the 
conception of late Fujiwara. 

Yakushi and his Twelve Warrior-Gods. YbcU-in. 
-^The deKneation of the features, especially the strangely- 
dehneated noses of the two Bodhisattvas come from the 
T'ang pictures, and the gradations of coloring too are 
similarly influenced. But the decorative patterns are 
essentially Japanese. This mixture of the two styles, 
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Chinese and Japanese, finally culmina,ted in the creation 
of perfect Fujiwara art, but it is rather rare to see this 
perfection fully displayed in such a group picture as the 
present one. Another unusual thing about this is that no 
gold pigment was used and that the large floral designs 
were made to set oif by their relations to the variously- 
shaded ground. So brilliantly accomplished a work was 
unusual even in the Fujiwara art. 

Buddha's Enteance into Nievana. Shin-YakusMji. 
— Among the many Nirvana pictures that have survived 
to us, this is one of those with distinctive features of 
their own. The Buddha supposed to be dead opens his 
eyes — this is absolutely unique with this picture. The 
sorrow of the surrounding disciples is most cleverly 
expressed by a sort of frowning face, — which is another 
peculiarity. The new mode of delineation comes from 
the art of the Sung, and the skill of the artist is display- 
ed in the technique of hues. A work of late Fujiwara. 

The Fan-shaped Sutea (Fig. 134). Shitenndji. — A 
Buddhist sutra copied on fan-shaped paper with pictures 
underneath. They depict the social fife of the time, 
aristocratic as well as plebeian, they are especially rich 
in designs relating to water, some patterns looking hke 
running water are produced by the method known as 
Sumi-nagasld (or " flowing ink "). It is remarkable that 
the human eyes are drawn with one hne and nose with 
two broken lines. This mode of delineation, however, 
induces a feeUng of quietness and imafifected elegance, and, 
not only in the faces, but in the appointment and in the 
natural background, there is sometMng concordant with 
this feeling, which thus spreads itself all over the canvas. 
It was no other than the general emotional atmosphere 
of late Fujiwara, and as these pictures depicted the hfe 
as it was actually lived, the feeling was thus reflected in 
them. The sutras copied were the Hokke-Kyo {PundariJca- 
Stdra) and other cognate scriptures, all of which were 
then most highly revered and recited by the nobihty, and 
the motive of the author who produced this combination 
apparently incongruous is also suggestive of the spirit of 
the age. 
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History of Shigisan with Illusteations (Fig. 135). 
Ghbgosonshiji (or Shigisan). — Shigisan is the name of the 
mountain dividing Ka-wacM Province from Yamato. Bi- 
shamon enshrined there is still an object of popular devo- 
tion as he is supposed to bestow on us all the material 
happiness we desire. In olden times there used to Hve 
a holy man who iirst began to worship Bishamon on this 
mountain, and he was the owner of a miraculous bowl. 
While he sat unmoved high up in the mountains, he made 
the bowl go down in liis place and had his daily supply, 
of food thus weU attended to. The report of this super- 
natural power reached the Court. When the Emperor was 
indisposed, the holy man was ordered to come to the 
Court and to offer prayers for recovery to the gods. But 
he did not appear himself in the Court, and performing 
'■' the Kite of the Sword " in his mountains, made Kongo- 
doji carry the supernatural message to the Emperor who 
was thus healed. Later on, his elder sister came to join 
him, but both of them had plenty to eat and were well 
furnished with garments. They all died in happiness. 
Those pictures made up in three rolls illustrate the life 
of this saintly personality whose vs^elfare and health were 
considered to be due to the superhuman protection of the 
God Bishamon. The first roU deals with the mystery of 
the flying bowl, the second is the healing of the Imperial 
iUness, and the third the visit of the nun-sister. However 
simple, each roU has its own variety, and yet there is one 
current of feehng flowing through it aU, which is, wonder- 
ment at a supernatural power and faith in the miraculous 
endowment of prosperity. The flying of the bowl and 
that of the divine messenger-boy through the air are the 
subjects of wonder with the people whose feelings are most 
ingeniously depicted. As to the flying, space and speed 
are suggested in the composition and in the strokes of the 
brush. The roll three depicts a quiet and peaceful natural 
background with the nun, pious and believing, as the 
central figure. This work was produced in late Fujiwara, 
and the theme is so wonderfully worked out as to make 
it a forerunner of aU those picture-rolls (yemakimono), 
which embellish the succeeding period. 
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The Kegon Pilgeimage Rolls. Todaiji. — ^The Ke- 
gon sutra tells the story of a pilgrim called Zenzai-doji 
who goes about seeking the truth, visitiiig fifty-iive places 
inhabited by sages and philosophers. The present rolls 
illustTate the tour of this earnest seeker of the truth. 
The delineation is simple, free, and sketch-like ; the color- 
ing is quiet and unaffected ; they are in psrfect keeping 
with the spiritual atmosphere which envelops the pure and 
simple-hearted religious pilgrim Zenzai. The inscriptions 
appearing in the pictures are the composition of a Sung 
writer, and it is hkely that the model pictures were also 
of the same period. As the sketchy mode of delineation 
as seen in these rolls originated late in the Fujiwara and 
passed into the Kamakura period, these rolls were probably 
produced about that time. 

Lotus and Watee-bikds (twofold screen). Hbryuji. 
— It was originally a wall picture decorating the panels 
of the Shaiiden belonging to Horyuji. It was pseled off 
the panels to be preserved in a better form, and was first 
made into a pair of kakemxjno, and recently into this 
form. As the Shariden was constructed in about 1208, 
the picture is likely of the same age. On the other side 
of one of the panels which was also decorated with a 
picture, it is recorded that it was the work of the 
Buddhist artist Sonchi, and the present picture intended 
to match that of the other side also perhaps came from 
the same brush. Early in the thirteenth century this 
artist occasionally painted landscape pictures on some 
public places, and it was not impossible for him to produce 
such pictures as this quite independent of his profession 
as Buddhist painter. 

The Tenfold woeld. RaikbjL — ^Ten stages are 
distinguished in the progress of the spiritual life, on the way 
from the sufferings of selfish desires to the happiness of- 
deliverance, and these stages are illustrated here in fifteen 
pictures. Many of them are designed after the Chinese 
style, especially the trees and the rocks look hke a direct 
copy of the Sung pictures, but the landscape and the 
figures get a regular Japanese treatment. While designs and 
materials are thus a combination of the Chinese and the 
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Japanese style, they are happily harmonised by elegant 
brush-strokes and no traces of stiflhess are felt. On ac- 
count of this fine use of the brush and of the Japanese 
designs in which it is particularly noticeable, the work 
is attributed to late Kamakura. 

KuJAKU Myowo. Hbryuji. — Of the many Kujaku 
Myowos that have come down to us, there are none so 
primitive in featm-es as this. The Myowo is not assuming 
a frontal straight posture, but looks somewhat inchned 
and easy. The peacock is unreahstic, and its beautifxd 
feathers are not displayed enough, but the way it carries 
the rider is powerfully and successfully worked out. 
Disregarding the conventionaHsm which is generally seen 
in pictures of this kind, the author's naive attempt to 
enrich the contents deserves appreciation. The tradition 
saying that it came from the T'ang may not be true, 
probably it is a direct copy of a T'ang original. 



ni. ALLIED AKTS 

GiGAKU Masks. Tbdaiji. — A dance called " Gigaku " 
was introduced into Japan in the twentieth year of the 
Empress Suiko, and ever since the art was learned by 
the court nobles. It reached the height of glory in the 
Nara period, after which, time it gradually declined and 
is altogether forgotten now. The music as well as the 
dance is known to nobody, all that is left to us are these 
masks which were used for dancing. Most of these are 
preserved at Tcdaiji. They are so formed as to be put 
on over the head, preserving their primitiveness and then 
they look so heavy and humorous. Six of the masks here 
exhibited have the date inscribed inside, "the fifth year 
of Tempyo Shoho " (753 A.D.), and as the rest are of the 
same type^ they were aU probably made when the Nara 
dynasty was most flouidshing. For practical reasons, 
lighter materials are used, such as paulownia wood or 
diy-lacquer. 

A MiTSUDA Box. Tbdaiji.— "Yhe use of Mitsuda 
(lead oxide) as a varnishing medium, because of conveni- 
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ence and durability, was chiefly applied to articles of 
utility, in particular to those with large a surface. The 
material was stiU in favor in the Nara period. This 
large box is just such an example. It is constructed 
of the Knohi wood, and after the first coating of lacquer, 
floral and animal designs are painted in red, bluish green, 
and other colors, all mixed with mitsuda. The designs are 
symmetrical, but flowers and birds are not all decorative, 
they retain something of a picture. This was peculiar to 
the Nara patterns, together with the fact that the flowers 
and birds painted were foreign. 

KWAGENKEI, A MUSICAL Instbument (Fig. 136). 
Kbfuliuji. — This is made of metal, whereas one made of 
the stone produced at Kwagen (Hua Yiian) bears the 
same name, which name, however, is now more generally 
appKed to the metal one. Apart from its value as a 
musical instrument, the decorations of four dragons and a 
Hon attract more of our attention at present. The inter- 
twining of the four dragons is most exquisitely handled, 
surely a work of a genius. The lion in contrast to the dy- 
namical dragons is admirably statical. They bespeak the 
art of the T'ang, perhaps of the seventh century, and 
some of the Nara envoys to Cliina must have brought it 
fi'om that side of the water. 



TOSHODAIJI, NisUnohjo 

This temple was built in 759 by Ganjin, a Chinese 
Buddhist of the Ritsu Sect who came to Japan a few 
years before. All that is left of the former magnificence, 
is the Kondo (Main Hall), Kodo (Lecture Hall), and two 
storehouses, and the rest were either burned down or 
reconstructed. 

Passing through the south gate and an avenue of old 
pines we see the grand building of the Kondo right in 
front, behind which stands the Lectdbe Hall. Between 
this and Kondo, to the east there is the Drum Tower 
(rebuilt in 1240), in weU-balanced construction and grand- 
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\j executed. To the west, facing the Drum Tower, stands 
the Bell Towek which being burned is at present nothing 
but a miserable temporary structiu:e. In old days there 
were two buildings east and west of the Main HaU, re- 
served for the monks' quarters, but now only one of them 
remains, known as the Kaido, a Kamakura reconstruction. 
East of the Raido stand the two Stoeehouses one of which 
is the Library (Kyozo), both probably works of the Nara 
period. Back of the Lecture Hall is the office building 
of the temple. Li the west of the Kondo there is the old 
site of the Kaidan-in or Buddhist Baptistery. 

The Main Hall (Kondo, Figs. 137, 138) measures 
92 X 48, and is the largest and most excellent and most 
typical survival of all Nara architecture. It stands on a 
stone platform, and is a one-story building with hipped 
roof. In appearance stately and imposing and yet elegant. 
The style is an improvement on the T'ang, the columns 
are massive, brackete and details are boldly and splendidly 
constructed. The roof is tiled and both sides of the 
ridge-pole are still found decorated with the sJiibi. The 
exteriors are painted principally with red oxide of iron 
while the sanctuary inside is ornamented, on pillars up 
to the ceihng, with floral designs and with pictures of 
Buddhas and Bodhisattvas, — all in the magnificent and 
perfect style of the Nara psriod. 

As of all the survived Nara buildings the present 
Kondo reminds us most of the past splendor of the Great 
Buddha Hall of Todaiji, so are the Buddhist statues en- 
shrined in the Main Hall of Toshodaiji the nearest 
approach in sculpture or at least in its themes, to the 
unparalleled interior of the Daibutsu-den (Great Buddha 
Hall). RusHANA, the Main Buddha worshipped here, is 
in the sitting posture, measuring 16 sliaku, attended on 
both side by Senju-Kwannon (the one-thousand armed) 
and Takushi (Buddha the healer), both standing, and 
respectively measuring 17 and 12 slialcu (Fig. 138). In 
size they do not begin to compare with those in the 
Great Buddha Hall, but the grand way in which they 
fill up the entire hall even up to the ceiling, apparently 
too low to shelter these statues, calls up to one's mind 
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the old vision of the gigantic Buddha Hall of Todaiji. 
Whoever CDmea to this Kondo and looks at all these 
works of ai't on the platform, will be surprised at the 
iugeness of these statues as compared with the HaU in 
which they were to be placed. But this superficial in- 
congruity reflects the spirit of Buddliism of those times, 
and at the same time the characteristics of Nara art. As 
this trinity was synchronous with the founding of the 
Hall, it represents the most developed type in technique 
of dry-lacquer art. Of the three, Rushana is the master- 
piece, and Yakushi ranks the lowest. Those who are 
struck with the stately dignity of the facial expression of 
the Buddha may be able to a certain extent to realise 
the pure, unaffected religious sentiment which made the 
artist carve these Buddhas, hterally one thousand in 
number, on the mandorla back of Rushana. The Senju- 
Kwannon, is also unique in being provided exactly with 
one thousand arms, the extreme complexity of which is 
most admirably managed with cor^ummate skill altogether 
unparalleled in history. Generally speaking, those sculp- 
tures are, in refined, noble sentiment, slightly inferior to 
those in the Sangatsudo of Todaiji, but in technique are 
much advanced (Figs. 140, 141). 

In the Kondo, there are some more statues such as 
BoNTEN, Taishaku, and the Foub Guardian Gods all 
hfe-size and carved in wood, They are contemporaneous 
works with those already mentioned, but in workman- 
ship far inferior. 

The Lectuee-Hall (Kodo, Fig. 141), measuring 
111.524 X 44.688, was originally the Waiting HaU belong- 
ing to the Imperial Palace group, which was given to 
the temple when the latter was founded. It is the only 
rehc bequeathed from the Nara period that reflects the 
Palace Architecture of early Nara. It is a single-story 
building, with an irimoya roof ; though its exteriors were 
greatly modified at the time of the Kamakura repairing, 
the inside retains the former features unaltered. 

The following are the principal statues and other 
objects of arb kept here : — 

1. Miroku Bosatsu, wood, 1287; 2. Two Deva- 
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.kings, wood, Nara; 3. Head of a Buddha, wood, Nara; 
4. Seated Buddha, wood, Nara; 5. Buddha Head, dry- 
.lacquer, Nara; 6. Bosatsu Head, wood, Nara; 7. Dai- 
■itoku-Myowo, wood. Early Heian; 8. Fndo-Myowo, 
seated, wood, by Tankai (1630-1676); 9. Wooden 
ornamented frame for Drum, Kamakura; 10. Wooden 
frame for Gong, Kamakura. 



YAKUSHIJI, Nishinoliijo 

When the Consort of the Emparor Temmu was ill 
in 680, he vowed to have a gilt-bronze image of Yakushi 
made upon her recovery. The orders were given, but 
before they were successfully carried out, the Emperor 
himself died. When the Empress succeeded the Emperor 
as ruler of Japan, she continued the work, and it was in 
698 that all the buildings and statues necessary to 
create a grand ensemble of architecture to be known as 
Yakushiji were completed generally. When Nara was 
made a new capital, the temple was removed in 718 to 
the present location. In those days two towers east 
and west stood facing each other in front of the Kondo, 
but one of them is now left, for the west tower was 
destroyed by fire. 

The Kondo is reached after passing the South Gate. 
It is a later reconstruction, but the white marble platform 
inside and the statues on it are of original date. Behind 
the Kondo is the Kodo (Lecture-Hall) of modern con- 
struction, in which is enshrined a Yakushi trinity in 
gilt-bronze, work of the Nara period. By the pond, 
west front of the Kondo, is the Bussokusekido, and a 
pagoda towering high towards the east is the East 
Pagoda, behind which is the Toindo. 

The Yakushi tbinity in the Kondo, is perhaps the 
original one removed here together with the main temple. 
(Figs. 143, 144). The trinity was most exquisitely worked 
out, but unfortunately, Hke many other things, the back 
mandorla was destroyed by fire and replaced by a poor 
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substitute. Except for very small parts the gilt is all gone, 
but in its general formation the bronze trinity stands as 
great and impressive as ever on a specially moulded dais 
over the marble platform. In these images we encounter 
the most perfectly formed features of Buddhist statuary. 
All three of them are superb in poise, displaying a 
consummate art which was never before attained. The 
attendant Bodhisattvas, leaning towards one side, support 
themselves with one leg, — ^free in attitude and yet with 
calm digmty they stand. The body is covered with 
drapery, and yet seems to be showing itseH through it, 
evincing the height of development in this Hne. The 
drapery-folds are not complicated, nor are they merely 
conventional : they hang sof bly down and yet strong in 
execution. They, together with the double-folding of the 
thin scarf, gxeatly enhance the perfection of shape in the 
attending statues. The form of the central figure is also 
splendidly proportioned, unhke most of the similar statues 
produced in those days. The masterful arrangements of 
the draperies are visible only in the best works of Greek 
sculpture. It is simply marvellous that the transplanta- 
tion of T'ang art which finally consummates in such 
creations as this Yakushi trinity or the Sho-Kwannon 
to be treated later, has survived even to the present 
day. 

The Yakushi trinity in the Lecture HaU (Kodo) is 
another colossal group of bronze statues, probably cast 
at about the same time as the first mentioned. But 
besides being damaged by fire or suffering from late 
repairs, this set was from the first quite an inferior work 
of art. 

The East Pagoda (38.3 square and the entire height 
111.86, Fig. 142) is a three-storied one erected on a stone 
platform, but as each story has what is known as 
" skirting roof " the general appearance is that of a six- 
storied pagoda. The bracket system of each story is 
executed in a bold, daring manner, supporting the huge 
overhanging roof. The addition of the " skirting roofe " 
breaks the monotony of the outline in a most original 
yet most charming way. The sorin (kind of finial) that 
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caps the roof is most shapaly, and gives a captivating 
grace to tlie whole structure. This is one of the best 
specimens of Japanese pagoda architecture. 

Inside the pagoda originally there were four clay 
statues of Shaka representing four of the eight aspects of 
his life, that is, Conception, Birth, Enjoyment, and 
Penance. But they are no more there, and in their place 
a dais vi^as placed on which stand the various Buddhist 
statues. Both outside and inside the building is painted 
with red oxide of iron while the ceiling is decorated 
with colored patterns. 

ToiNDO (80.22 X 39.9) is a reconstruction of the year 
1285, with a frontage of -seven spans to the side of four, 
single-story, irimoya style, showing characteristics of 
middle Kamakura. 

The Sho-Kwannon placed in the Shrine of this 
Hall, hke the Yakushi trinity of the Kondo, is another of 
the superb bronze works of Japan. Though its date is 
not quite definitely known, there is no doubt of its being a 
product of early Nara. Superficially, it looks conventional, 
but underneath there is a most beautifully formed 
realistic body. It is the culmination of T'ang art, per- 
fectly developed. It is a worthy match to the mural 
paintings of Horyuji (Fig. 145). 



HORYUJI, Horyuji 

Horyuji is a treasure house of the old architecture and 
the old art of Japan. It comprises 28 buildings under 
" State Protection " and one hundred and two articles se- 
lected as "State Treasures." We have here all the styles of 
architecture and sculpture represented between the seventh 
century and the naiddle thirteenth. The grounds are 
divided into quarters, east and west, called T6-in and 
Sai-in, and the western quarter from the beginning has 
been the site of Horyuji. Its founding was in 607, and 
its founders were the Empress Sniko and her heir- 
appjirent, Prince Shotokn. In spite of the several 
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catastroplies that took place since then, the quarter in- 
cluding the Kondo, iive-storied pagoda, Chiimon and 
galleries miraculously escaped desteuction. These build- 
ings are thus the oldest wooden architecture not only in 
Japan, but in the entire world. The rest of the buildings 
originally making up Horyuji either were destroyed or 
went through a reconstruction, but in its general outHne, 
as far as grandness of scale and regularity of system go, 
the present temple-group is still regarded as the perfect 
example of its kind. The site of the ,T6-in temple group 
was where once stood- the palatial residence of Prince 
Shotoku, and it was Gyoshin who set up in 739 a 
monastery, i.e., T6-in, the Main HaU of which is 
Yumedono. 

Nandaimon (rebuilt in 1439) stands in front of the 
main temple, and is a masterpiece of its kind in the 
Muromachi period. Inside the gate, on the left of the 
broad passageway is the oflScehouse, and in this building 
there is set up small structm-e called the Shindo, rebuilt 
in 1284. Upon the inside dais of the Shindo stand 
Yakushi trinity and the FouK Guaedian Gods, both in 
wood and of Fujiwara period. Going frather, om* walk 
is cut across by a broad pathway running east and 
west, at the east end of which is erected Todaimon of 
of the Nara period, and at the west end is Seimon, 
while right in front of us we see the Middle Gate 
(Chumon). Galleries extend along both sides of this 
Gate. To the east of the court thus encircled by the 
galleries is the Kokdo and to the west the Five-stokied 
Pagoda, presenting a delightful contrast of height and 
size. The galleries are connected at the back with the 
Geeat Leotueb Hall (Dai-Kodo), while at their two 
tm-ning points there are the Belfey (rebuilt in 990) with 
a Bell of the Nara period and the Libeaey (of Nara) 
facing each other. This quarter generally was completed 
in the seventh century, and haUs, a tower, a gate, and 
galleries make in outline a dehghtfnl ensemble, and in 
sentiment reiiaed and elegant. 

Behind the Great Lecture HaU stands raised KJUMi- 
NO-DO (rebuilt, 1311) where the wooden Shaka tbinity 
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of early Fujiwara is enshrined. To the west, Sankyo-h? 
and NisHi-MuEO (rebuilt, 1231) and the east, Shoeyo-in 
(rebuilt, 1284) and Higashi-Muro (of Kamakura), all 
reminiscent of the old Buddhist cloisters. North of 
Nishi-muro is JizoDO (rebuilt, 1372), to the left of which 
a flight of steps leads us to an octagonal building caJled 
Sai-endo (rebuilt, 1249). On the west of Higashi-mm-o 
is NiSHi-MuEO Tsuma-muro, stiU further east is a treasure 
house known as Kofuzo. From this we proceed east-north 
to the JiKiDO and HosoDONO. The Jikido is a simple 
construction of the Nara era, inside which there is a 
shiine containing a dry-lacquer Takushi (of Nara). 

The To-nsr group of the temples occupies its own 
quarter east of Sai-in. The Main Gate (rebuilt in the 
Miuromachi period) standing south is generally closed, 
and the passage to the temple is thi-ough the Shikyaku- 
MON (of the Muromachi period). The Main Hall (Yume- 
DONo), stands in the centre of the enclosm-e, in front of 
which is Raido (rebmlt, 1231), and behind Shaeiden and 
Yedono (late twelfbh century) make one building. Yume- 
dono is surrounded with a gallery (of Muromachi) which 
connects Eaido on the south and Shariden and Ye-dono 
on the north. Dempodo is at the back of the latter 
building, which was the old Lecture Hall. In Shariden, 
a " shari " relic is kept in a beautiful reliquary, while the 
walls of Yedono are painted with pictures illustrating the 
hfe of Prince Shotoku. Dempodo was originally the 
residence of the Lady Tachibana, mother of the Empress 
Komyo, who was the Consort of the Emperor Shomu, 
and was removed to the present site at the time of the 
foimding of the temples. It is thus the only relic of the 
residential buildings of the Nara period. In the Belfey 
(of Kamakura) west of Dempodo is hung a Bronze Bell 
cast under the Nara dynasty. 

Kitamuro-in comprises another group of temples 
forming its own quarter north of T6-in. Both the Main 
Hall and the Eeont Gate were rebuilt in 1494, an ex- 
cellent sample of Muromachi architecture. 

In passing, mention may be made of Chiiguji which 
is east of the T6-in monastery. The building itself is 
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comparatively of recent date, but here is a " State 
Treasure" representing the art of the Asuka pariod and 
one of the superb masterpieces of Japanese sculpture. We 
mean Nyoiein-Kwannon, the chief object worshippsd 
here (Fig. 164). 

The KONDO (45.9x35.3, Fig. 146).— This double- 
roofed Buddha HaU stands upon a double platform with 
a frontage of five spans and the side of foiu-. An 
irimoya roof is covered with tiles. Early in the Nara 
period the first story was encircled with a " skirting 
roof" with the idea of protecting the precious statues 
and frescoes. The columns are massive and have an 
entasis ; the overhanging eaves are supported by pecuHar- 
ly constnicted brackets, and the whole aspect of the 
bmlding presents a vigorous and daring spirit. The 
proportions are splendid, there is nothing more to be 
desired, refineness of sentiment is felt in every line. The 
interior is furnished with a clay dais in the centre upon 
which are placed various Buddhist figures and shrines. 
The surrounding walls are decorated with the pictures of 
Buddhas and Bodhisattvas. Red oxide of iron is used to 
paint inside and outside, but the curved caiMng is orna- 
mented with lotus-flower designs. While the building is 
now more than 1300 years old, being the oldest wooden 
architecture of the world, the original materials are com- 
paratively well preserved. In style it follows that of the Six 
Dynasties in China which was introduesd to Japan through 
Korea. Neither in China nor Korea are extant any 
wooden buildings reminiscent of those olden times, and 
for that reason alone the Kondo of Horyuji, together with 
the five-sboried Pagoda, the Middle Gate (Chumon) and 
the Gallery, is the most precious rehc not only in Japan 
but in the history of architecture of Eastern Asia. 

The Kondd of Horyuji is a treasure house of Japan 
in which the oldest and best arts of the counti'y are 
preserved, and in this respect it is of the highest value. 
When one confronts a tiiple set of trinities, under the 
quaint baldachins and upon the central Sumeru (8/iumi) 
altars, also quaintly formed, which are the oldest Buddhist 
statues Japan has ever created, one cannot help being 
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struck with a, feeling of reverence. In tlie stiictest sense 
of the term they may not be "the oldest," but let us 
think of the long past of more than thiiteen hundred 
years, when Piince Shotoku, the' first Buddhist devotee 
and the first patron of the arts, dedicated these statues to 
the Buddha as expressions of his piety. Is it not really 
marvellous that they have survived to us through the 
changes of time? 

The Yakushi Trinity to the right was made in 607 
when the temple was founded,, and the central Shaka 
Teinity a httle later in 623 (Fig. 147). These dates are 
definitely known from the inscriptions on the back of the 
haloes, and even the name of the artist is engraved in 
the case of the Shaka trinity. Tori was the author of it 
who is well known as the oldest sculptor of Japan. 
These two sets of trinities are so formally executed as to 
make them both look ahke in style. Those stone sculptures 
of the South and North Dynasties in China served them as 
prototypes which were now transfeixed to bronze work. 
Of these copies, however, the Shaka trinity shows a better 
technique proving the master workmanship of Tori the 
artist. The side-attendants of the Shaka trinity, as men- 
tioned in the inscription, were produced synchronously 
with the central figure, but those of Yakushi trinity belong- 
somewhat to a later date as we can judge from their 
style. The Amida Teinity to the left resembles as fax as 
grouping goes the other trinities, but from the point of 
view of artistic style, it is quite difierent. It is a far 
later production, and that it was cast in the year 1231 
is definitly known. The realistic treatment which was 
then prevalent is visible in this work. Why those statues 
came to be placed between the older baldachins and dais 
is explained by the tradition that the older set was carried 
off by theft. While this is doubtful, there is one fact to 
which attention should be directed, which is this. One 
of the attendant statues to the left of Amida does not 
belong to the said new set, but was replaced by an old 
work of the Nara period. As to the Canopies hanging- 
over the three sets of the Buddha Trinity, they again 
found their prototype in the stone sculpture in China. 
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Those over the Amida and the central Shaka are of the 
same old type, but the one over the Yakushi v?as made 
late probably about the time (drca 1233) when Amida 
was made. The copying is, however, only apparent, there 
is always something newly added not only in this case 
but in the case aforementioned. While the statues are 
thus a. mixed composition, they are each for its time incom- 
parably large bronze works, making a complete set with 
unusual baldachins and dais, — a parallel of all which is 
now nowhere to be seen. 

At the folur corners of the dais there stand the FouK 
GuAKDiAN Gods, which are the only wooden relics of those 
days, we mean, of that group. According to the inscrip- 
tion, we know that they were composite products of several 
artists, but in general style they follow Tori and are a 
successful attempt in reproducing in wood what was done 
in stone. Of all the Buddhist sculptiu:es these fom- gods 
lend themselves most to a variety of treatment, and it is 
quite interesting to observe how the present statues stand- 
ing upright had gone through various modifications until 
they came to assume the dramatic postures which we see 
in the other statues of the Four Gods kept in this temple. 
Its pierced metal works used variously for decorations, as 
well as many other examples to be mentioned below, are 
aU characteristic of this age (Fig. 148). 

There is the famous " Tamamushi " Sheine on the 
altar, the name obtains from the wings of an insect called 
Tamamushi (beetle) which were inlaid rmder the pierced 
metal work (Fig. 149). Anciently it was known as the 
"Empress Suiko's Shrine," the form of it undoubtedly 
is of the Suiko era. The upper story called " Kiiden- 
yo " is a nxiniatm-e copy of the Kondo, and the miniature 
dais in the lower story is of the same pattern as that on 
which the Kondo statues are standing. The finial "Shibi" 
placed at each end of the topniost roof line together with 
the roof tiled in a peculiar fashion, furnish a fine model 
for reconstructing the roof of the Kondo now going on. 
The perforated bronze plates decorating the pillars and 
other parts of the shrine are characteristic of the age. 
The Buddhist statue enshrined is not the original one, but 
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a substitute a little later, of medioca:e workmanship. 
What is of incomparable value reminscent of the art of 
the day is the so-called " Mitsuda " pictures painted on 
the doors and on the dais. " Mitsuda " is a mixture of 
oxide of lead and oil, the use of which in painting was 
rare in later periods than Nara. Some of the subjects of 
the paintings are from the Kfe of Shaka ; they are complex 
in nature, but in composition formal, and in the mode of 
delineation simple. They are of the same style as the 
sculptures of the time. Most pictures are greatly defaced 
and cannot be made out, but in the study of painting of 
those old bygone ages they are the only relics of value. 
(Fig. 150). 

The other one known as the Lady Tachibana Sheine 
is of the same construction as the Tamamushi shrine, with 
the palace-form (Kiidenyo) on the dais, but the most 
noticeable difference lies in having a canopy instead of 
the roof (Fig. 151). The canopy resembles in form the one 
of the Aiuka style already referred to, but in the arabes- 
que details of decoration one can trace something of a later 
style. While this shrine is inferred according to the re- 
cords to be a work of early Nara, the features distinctive 
of this transition period are the bronze statues of the 
Amida Tbinity enshrined there (Figs. 152, 153). The 
statues rest upon rounded lotus-flowers as pedestals which 
are supported by twisted stems rising from a wavy pool 
covered with lotus-leaves, all in bronze. A pictorial feeling 
one gains from such a composition stands in great con- 
trast to the pyramidal construction of the Shaka trinity 
above mentioned, and in like manner the drapery-lines 
have now wonderfully gained in the grace of unduhitions. 
Even in them, however, one may say that the prior period 
is still seen reflected. If so, one must go for things 
absolutely new to the decorative paintings on the doors 
and the dais. That the faces of the " Mitsuda " Bodhi- 
sattvas on the panels are plump and expressive, that their 
poses are graceful and well-balanced, that their flying 
robes and skirts are elegantly rhythmic, — in all this we 
cannot help but noticing a complete renovation in the 
arts of the preceding generation. The way in which the 
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limbs show themselves through the draperies, also deserves 
attention. The pictures of the Bodhisattvas in the dais 
are paintad in color on the chalked gi'ound, which differ 
in technique from those just described, but in style belong 
to the same order. Quite in contrast to the convention- 
alism of the " Tamamushi" pictures, they have life, — those 
Bodhisattvas on lotus-ilowers in various playful attitudes 
of self-enjoyment. The relief figures on the back screen 
of the main Buddlia have a similar pictorial effect. The 
style of painting, which as we see it here is to draw the 
outHne first in red Hue and afberwards to shade it in red, 
developed further, finally culminating in the mural painting 
of the Kondo itself. 

Let us now proceed to the greatest ai-t objects inside 
the Kondo and one of the highest productions in the 
liistory of Japanese painting. We mean the Mueal 
PAnsTTiNGS. The twelve principal ones decorating the four 
walls of the Kondo are the four Buddhist paradises on 
the larger walls and eight Bodhisattvas on the smaller 
walls. The method of painting consisted in drawing Knes 
and applying color to the dry finish of the wall — a sort 
of Fresco Secco. The outhuing in red and shading in the 
same color is what we have already referred to, regarding 
the Tachibana shrine pictures, and this is also the method 
used in painting the Ajanta cave pictures and those found 
in the Khotan ruins. It iirst developed in the eai-ly 
T'ang, influenced by the art of Central Asia, and afterwarcfe 
infa'oduced into tliis coimtry. The date of these paintings 
is therefore later than the founding of the Kondo, and 
about the time when a reconstruction took place in the 
Wado era (711). The grand composition over a large 
extension of the wall, and the wonderfully harmonious 
combination of realism and idealism in the faces and 
postiu?es of all the Buddhas and Bodhisattvas, fill the be- 
holder's mind with mingled feeHngs which are partly 
rehgious and partly aesthetic ; for while the sublimity 
of the religious sentiment which inspired such a work as 
tliis deeply impresses one, still one cannot also escape a 
sense of wonder at so beautifully created a specimen of art. 
No such productions have so far come down to us in 
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history. Of the four large paintings, the one depicting 
Amida's paradise on the western wall leads the rest. When 
we study in detail aU the artistic elements composing the 
picture and trace their historical signification, we shall 
realise what a high place they will occupy in the history 
of Eastern art (Figs. 154, 155). 

The Kondo, however, is not yet finished with those 
mural paintings, for there are some other objects of 
interest, historically and ai-tistically considered. Some of 
them liave been here from of old as reHgiouS objects, 
while others are for safer keeping transferred from other 
temples. Seeing aU. in one view, one feels as if going 
through the whole history of Buddhist sculpture. Mieoku, 
Fugen-Yemmyo, and the colored Sho-Kwannon, all in 
wood, are excellent works of chiselHng in early Heian 
period. The other Sho-Kwannon and Kichijoten and 
BiSHAMONTEN, the last two making a pair, are good re- 
presentatives of effeminate sculpture of the Fujiwara 
period. One typical Muromachi product in which the 
realistic Kamakura workmanship is finished up with more 
delicacy and finesse is Gokei-Monju. 

The FiVE-STOEiED Pagoda (Fig. 156). — ^The first- 
story of this pagoda measures 21.2 square and is 105.2 
high, standing on a double stone-foundation. Later, a 
" skirting roof " was added to the first story. The whole is 
well shaped. Proportions are beautiful and graceful, and 
the sense of stability obtains. The style is that of the 
Kondo. The gilt serin topping adds to the shapeliness 
of the tower. It dates the same as the Kondc. 

At the centre of tha first story stands a great Sumeru 
made in clay on the four sides of which are reproduced 
a Nirvana group (north), Mieoku group (south), Yuima 
group (east), and the distribution of the Buddha's shaei 
(west). They are the only clay group of figures now 
extant. Such themes as these with Shaka as central 
figure were also found in Chinese and Indian prototypes 
as a feature of ancient Buddhist art. The difficulty 
attending to the execution in group sculpture of such 
grand dramatic scenes needs no special mentioning. To 
fill up a narrow given space with small figures generally 
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ends in presenting at best some skilfully executed models, 
but this was not the case with our aiiist. Unfortunately, 
owing to the destructibility of the material, the original 
ones have been repeatedly replaced by those we have at 
present, poor and unworthy. Even those that are genuine- 
ly old could not escape corrosion. One can now only 
infer from the few happy survivals what once was, and 
mentally form the wonderful groupings of the old. The 
date is definitely known to be 711, when the art of clay 
modleing was about to enter upon the glorious age of 
Tempyo. That they were copies of the T'ang art requires 
no argument (Fig. 156). 

The Ohumon, or the Middle Gate (39.8 x 28.2)— This 
gate has an unusual proportion of four spans to the front 
and of three to the side. It is in style like the Kondo, 
but the execiition is somewhat delicate, the eaves are 
overhanging, and the roof has sofber curves, which all 
contribute to give a quiet and grave appearance. At each 
side of the gate there stands a clay Ni-o, which was first 
made in 711, but after 1186 repeatedly repaired. 

Daikodo (Great Lecture Hall 111x54) — ^After its 
first establishment it was destroyed by fire in 925, and 
in 991 the Main Hall of Fumyoji in Yamashiro province 
was transferred here which is the present Daikodo. A 
building of nine spans front and four to the side, with 
an irimoya roof, in which the characteristics of the Fuji- 
wara period are visible. The Yaktjshi Tkinity on the 
altar is a gxeat wood sculpture, and together with the 
haloes and dais, they are aU of early Fujiwara. Though 
there are some imitative marks, perhaps influenced by the 
environment, of the Nara style of sculpture, they are of 
a style before the Fujiwara was psrfected, corresponding 
to the date of the founding of this Hall. The wooden 
Gods guarding the four quarters of the central dais are 
also of the same date. The portrait statue (wood) of 
Abbot Kaneoku which is kept in the shrine is an 
excellent work belonging to the early Heian period. 

Saiendo Statues. — Yakushi Nyoeai here worshipped 
as the chief Buddha was made in late Nara period when 
the art of dry-lacquer sculpture reached the height of 
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perfection. The shape of curled locks, the characteristic 
way of disposing the draperies, the sole of the foot placed 
over the knee, — ^these alone are enough indicators of those 
times. That the present statue lacks somewhat in vigor 
of spirit which is generally observable in such great 
works as were made in those days, is probably due to its 
stolid expression, the result of later repairs so called. The 
dais was on the whole a work of the same period, floridly 
executed, but the halo was remade in 1283 (Kg. 158). 

The huge wood statue of Jizo Bosatsu kept in tliis 
Hall is of early Heian period and has its own features. 
It is one of the oldest Jizo works. The Thousand-armed 
KwANNON is late Fujiwara and mediocre. The Twelve 
Warrioe-gods are of Kamakura, also mediocre. 

Shoryoin Statues. — At the centre of the shrine 
stands Prince Shotoku supposed to be then forty-five 
years of age (some say thirty-five), to the right of which 
is Nyoirin Kwannon behind the two figures (attendants 
of the Prince), and to the left Jizo Bosatsu, behind 
another set of two attendants of the Prince. The statue 
of the Prince and four attendants date back to the year 
1121, older than the present building. No other wood 
portraits of him have shown so much elaboration as in 
this ; here the artist has exhausted his technical skill. 
He wished to give the statue as much dignity and 
intellectual vigor as he could concieve of the Prince- 
Buddhist; and that the attendants faintly smiHng are in 
an easier attitude was to bring out the eflfects of contrast, 
in which the artist assuredly succeeded. Yet he was not 
too realistic, for the elegance and refinement of the Fuji- 
wara style are all there. Even the smallest detail, such 
as the personal ai-ticles in possession of the subject, is 
typically Fujiwara, imparting to the whole figiue an air 
of refined dignity (Fig. 159). 

Jizo Bosatsu in this HaU. is of the same date as 
that in Sai-endo, and while smaller in size, far it excels 
in its exquisite worknmnship. Nyoirin Kwannon, in 
form out of the ordinary, yet bespeaking Fujiwara, is a 
unique work. 

Art Treasures in KomJzo. — The building is divided 

[ 129 ] 



hobyCji 

into three compartments ; to the right of the central room 
as one enters it from the entrance is the inner room 
where the most important treasure relics are kept. In 
the gilt-bronze statue of Kwannon standing at the centre 
is observed a repetition of the Asuka style which appears 
in the two attendant figures of the Shaka trinity at the 
Kondo. The gilt-bronze Yakushi seated next is said to 
have been the inside Buddha (Tai-nai-butsu) of the Main 
Buddha at Sai-endo. It is an excellent reKc of early 
Nara. What is, however, most significant in this building 
as a splendid work of art and from the historical point 
of view, the Nine-headed Kwannon (Fig. 160). It is in 
height only a little over one foot, but it is carved in 
sandalwood, and most precious material for sculpture. The 
sandalwood works of the T'ang dynasty were frequently 
imported from China during the Nara period and after, 
and there is no doubt that those works were the standard 
models for our wood-carvers. For this reason, this statue 
however small, with its own characteristics wiU awaken 
our deep interest. The incarnated Buddhas in the crown 
and the ornamental articles exquisitely worked around 
the figatre are aU evidently of the T'ang tradition, and 
there is encased even in this miniatiu'e image the great 
spiritual power of Kwannon. It indicates the ultimate 
height of perfection the art of wood-carving had ever 
reached, and we cannot think of it as a mere Japanese copy 
of those days. The feeling of admiration which is awaken- 
ed in us by now coming in contract with this Kttle 
figure must have been the same feeling that stirred the 
ancient sculptors to produce great masterpieces in solid 
wood early in the Heian period. Another famous work 
in this room is a bronze statue known by the name of 
" Yume-chigai " Kwannon, which like the Bodhisattva 
type painted on the Kondo walls, .is rich in the realism 
of the T'ang style. 

There are many other works of art in this building 
all worthy of scrutiny, but as we do not have room enough 
to enumerate them all ; only several of them to be con- 
sidered most representative are mentioned below with their 
dates. 
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Sodpture. 1. Tenidn (Heavenly Beings) and phenix, 
all in wcMDd, belonging to the baldachin in the Kondo, 
Asuka and Kamakura ; 2. Monju and Fugen, wood, stand- 
ing, late Asuka ; 3. Nikko and Gakko, wood, stand- 
ing, late Asuka ; 4. Kwannon and Seishi, wood, stand- 
ing, late Asuka ; 5. Gilt-bronze Halo, early Nara ; 6. Gilt- 
bronze repousse trinity, early Nara ; 7. Dry-lacquer Miroku, 
seated, with halo, Nara ; 8. Wooden Halo, Nara ; 9. 
Prince Shotoku, seated, wood, by Yenkwai, 1069 ; Pain- 
ting. 10. A pair of Eight-fold Screens with pictures of 
the Sixteen Arhats, silk, colored, late Fujiwara ; Allied 
Arts. 11. Hyakuman-to, with four dharani, wood, 770. 

TuMEDONO is an octagonal building, one side of 
which measures 15.95, and was built in 739. It is the 
Main HaU of the To-in group of temples. It is erected 
on a double platform, roofed with tiles, capped with a 
gilt-bronze " hoju-roban " of exquisite workmanship. The 
proportions all round are splendid. It is the oldest and 
best sample of architecture of this type. In the interior 
there stands a shrine on a double stone-pedestal, in wliich 
is kept the Main Buddha of the temple. 

The main Buddha worshipped here is Kwannon Bc- 
SATSXJ, carved in wood and covered with gold-foil (Fig. 
162). Of all the numerous Buddhist statues in Horyuji, this 
Kwannon as the hohest one was a " Secret Buddha " 
(Hilmtsu), and for this reason even now the image is not 
open to tJie pubHc unless a visitor fortifies himself with 
a special permit. When the panels are open, the 
Kwannon confronts us. But as the curtains hang low, 
it is necessary to Uft part of them in order to have 
a better yievf of the Buddha. Even then the whole 
form is partly hidden by the Bosatsu standing in front. 
When, however, the side ;]^anels are removed we can 
see the full profile of the holy image. The dignified 
attitude almost overawes us. The Buddhist statues 
enshrined in this temple as weU as in all the other 
temples of Nara are numberless, and each in its way has 
been the object of veneration, but there is no statue 
among them that will strike us with such a spiritual 
force, compelling reverence and even worship, as this 

, L 131 1 



hoeyTJji 

image of Kwannon in the Yumedono Sanctuary. The 
symmetrical styles of sculpture which is adopted here is 
also in the attendant statues of the Shaka trinity in the 
Kondo and in the gQt-bronze standing Kwannon of 
Kofuzo. The greatness of the present statue lies in the 
thorough-going application of the formalism that prevailed 
in the Asuka period. That the crown and other per- 
forated metal ornaments add to the dignity of the statue is 
the same as in the case of the Four Guardian Gods in 
the Kondo : and then the halo is of the same style, as 
those we have already seen in the Kondo, especially the 
Tahoto in the halo is of the same style as that which is 
carried by one of the four Gods. From these facts we 
can readily imderstand what a close relationship exists 
between those works. The present Kwannon is the most 
valuable rehc that has come down to us — a work 
reminiscent of the earliest days of Japanese Buddhist 
faith as expressing itself in the purest imagination of art. 
It is no accident that the work is traditionally attributed 
to Prince Shotoku himself. Compared with it, the figure 
standing in front with all the elegance of the Fujiwara 
style looks commonplace ; this is, however, inevitable. 

There is a pair of portrait statues on this altar 
deserving attention. To the left as we enter the Hall is 
seated Gyoshin who founded this Hall ia the Tempyo 
era, and to the right sits DosEN who accomplished the work 
of reconstruction in the Jogan era. In the portrait of 
Gyoshin (Fig. 163) we observe the use of dry-lacquer as 
the most yielding material in the hands of the artist in 
order to fully display the consummate art of the Tempyo 
period. A fece quite distinctive of individuality is expres- 
sive of vigorous manliness, which is enhanced by stiong 
rhythmic sweeping of priestly robe and Kesa. The great 
personahty of Gyoshin is read in every Hne. This style 
of sculpture gave a great impetus to the development of 
Kamakura art. The portrait of Dosen was made in 
clay in early Heian period when wood-carving was the 
standard sculpture. Did the artist get suggestions from 
the prior work? But his clay-modelHng was not a 
success in spite of the similarity of material between clay 
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and lacquer. His hands move unsteadily. In this Hall 
there are two Amida statues, one of which is smaller 
than the other, but both of which are typical of the pure 
Fujiwara style. Lastly, we must not forget mentioning 
the specimen portrait of Prince Shotoku at sixteen years 
of age, the type of which came in vogue towards the 
end of the Kamakura period. 

Dempodo Statues. — The Dempodo was from its 
earher days like a museum of the old Buddhist works 
kept in the temple, and this feature has further developed 
recently, taking more varied types than ever. It, however, 
does not contain any very excellent objects of art, only 
it affords a good opportunity for comparative study of 
works of various epochs. Below we enumerate the 
different types in the order of position in which they are 
placed : — 
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1. Dry-lacquer Amida trinity, Nara ; 2. Di"y-lacquer 
Amida trinity, Nara ; 3. Dry-lacquer Amida trinity, Nara ; 
4. Wooden Shaka, seated, early Heian ; 5. Wooden Ya- 
kusLi, seated, Fujiwara ; 6. Wooden Yakushi, seated, 
Nara ; 7. Tenko-on, seated, wood, early Heian ; 8. Mi- 
roku, seated, wood, early Heian ; 9. Bonten and Taisha- 
kuten, standing, wood, early Heian ; 10. Miroku, seated, 
wood, early Heian ; 11. Shaka, seated, wood, Fujiwara ; 
12. Ashuku, seated, wood, Fujiwara ; 13. Amida, seated, 
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woofl, Fujiwara ; 14. Four Guardian Gods, standing, 
wood, Eujiwara ; 15. Jizo, standing, wood, Kamakura ; 
16. Eleven-headed Kwannon, standing, wood, Kamakura. 
(These last two are not registered as " State Treasures.") 



TAYEMADERA, Tayema 

According to the temple tradition, this was fii-st 
foimded in 612, and later in 684 was removed to the 
present location. It stands on a hill, with the Main 
Gate (Ni-o-mon) facing east. Aiter passing under the 
gate and going west, there is a small Belfry in wliich is 
hung a splendid bell of the Nara period. Fui'ther we 
reach the KoNDO (rebuilt in the Kamakura period), which 
rises facing the south, and back of which is the Legtuee- 
Hall (rebuilt in the Kamakura). In the Kondo the 
Maia Buddha is enshrined, which is Miroku in clay 
of the Nara era, while the Gods guarding the four 
quarters are dry-lacquer which were originally Nara, but 
later repaired by Kamakura artists. Inside the Kodo, 
the statues as mentioned below are arranged. On the 
lulls rising in front of the Kodd stand two Pagodas, 
East and West, facing each other. To the west of the 
Kondo is the Mandaea Hall with the eastern frontage. 
The disposition of the various buildings over the groimds 
has features not to be seen anywhere else, but as they 
erected in the meantime many buildings between the 
Kondd and the towers, the latter are now screened off 
from the sight, impairing the beautiful effect of the 
towers. 

The East Pagoda (17.54 square and 76.7 high. Fig. 
165) and the West Pagoda (17.4 square and 81.87 high) 
are both three-storied and typical of Nara architectui-e. 
They are well formed, and gxandly constructed. The 
bronze sbrin decorating the top of the pagoda is extra 
high. Against the ordinary number of nine rings in the 
sbrin, these pagoda have eight. 

The Hondo (that is, the Mandara-Hall) measm-es 
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69.65 X 59.72, and was rebuilt in about 1243. The front 
has seven spans while the side six. Single-storied. Iri- 
moya roof. The interior is divided into two compartments, 
Gejin and Naijin. The composition of the Naijin ceiHng 
is worth attention. While there is nothing elaborate in 
the general construction, the central dais and shrine are 
richly ornamented. They belong to the Kamakura period, 
and painted with lacquer, inlaid with mother-of-pearl, 
and furnished with metal fittings. The other sides of the 
doors of the shrine are embellished with maJciye lotus, 
and inside there liangs a copy of the Jodo Mandaras of 
the Nara period. 

The following are the Buddhist Statues in the 
KoDO (Lectiire Hall) : — 

1. The seated Amida in wood, the Main Buddha of 
the temple, Fujiwara ; 2. Myodo Bosatsu, standing, 
wood, early Heian ; 3. Araida, seated, wood, Fujiwara ; 
4. Kichjoten, standing, wood, early Heian ; 5. Jizo, 
standing, wood, Kamakui'a. 
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Fig, 107. Sontli 
gate, liasiiga 
Miujha ^isura) 



fig. 1U«. i\Jam shrini 

and Hainoya, Kasiiga 

Jinjlia ^NaraJ 




Fig. 109. Great south gate. TCirlaiji liNara, 
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I'ly. 111. <Ti'ciU lluildhn iJiiU. Tu.laiji (Xara) 




Fi<:' 11'2 Ynirochanii Bml.Uiii. Fig. 110. i.lnj of the two giiuidi- 

TOx-lniji , (^aia; >ui gJ^is, Todxdji (Kumj 
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Fig. IKl Hokkedo, Todaiji (^'ara) 




lig. Ii5. Kju ^n at HokkedO. Fig.|114. .The Main. Buddha of the 

Todaiji (Kara) HokkedtC iuuaiji ^i\aia 
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Fig. 320, HolciTenilo, Koftikiiji (Nara) 




Fig. 119. Five-atoriecT Pagocte, 
Kofiikuji (Nara) 



Fig. r^J I In .i| iIji lour 

Gudb at .Nan (.ndj, 

Kofukuji (Nara) 
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Fig. 122. Knilfira 

Kwnnnon, Horyuji 

(Nam Imperial 

Museum) 




12:1. Tab "to of om houhanl; 
BudfUias, Hasedera (Xara 
Imperial Museum) 




Fig. 121. Yuiiiia, Hokkeji, 
^Nara Imperial Museum) 




Fig. 125. T^vo of the Ten 

Desciples, Kofukuji (Kara 

Imperial Mtiseum) 
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Fig. 126. IJontcn, Aldshinjdera 
(Nara imperial Museum) 
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Fig. 12S. (TO.iaess of 

Hacbiinnn, Yakushiji 

(Nara Imperial Museum) 





Pig. 127. Mir.iku, Todaiji 
(Nara Imperial Museum) 



Fig 12);HoHsi Patriarch, 

:Kofulruji (jSfara Imperial 

Museum) 
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Fig. ]30. EichijOten, Yakushiji 
(Nfini Imperial MiLseum) 



Fig. 131. One of the Twelve 

Ciorls, yaidaiji (Nara 

Irn]>frial ^luReum) 




Fig. ]b',i. Amir'a, Hokkcji 
(Xara Imperial Miiseumj 



Fig 133. .Tiondaishi, Yakiishiji 
(Kara Imperial Museum) 
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Fig. 135. Histoiy of Miigis:in in IlliLsti';ili(in.->, Sliigisan 
(isara' Imjierial ilasenm) 




Fig. 134. Fan-shaped Sutra. 

Sliitenwoji Nara Imperial 

Mixsenm) 




Fig. 136. Kwagenkei, Kofukuji 
(Nara Imperial Museum) 
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Fig. ia7. ilain rruil. TpsU:;r,aijj (Xam) 




Fig. 13M. Interior of the Main 
Hall, Toshodoiji (Kara) 



Fig. 139. Vairochana Buddha, 
Toshodaiji (Kara) 
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Fig. 14:. Preaching HaU, ICisliVlaiji 

(Naraj 





Fig. M-.3. Ea^t Pagoda, 
Yakiisliiji iKaia) 



Fig. IH'. f^tnj 1 Kwann m at the 
Main Hall, loshjdaiji 
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Fig. U •■ Kondj, Horyuji (Kara) 




Fig. 117. Shaka trimly of Kondo, 
Horyuji (Kara) 
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Kg. 156. Five-sloried Pagoda. 
Horytiji (Nara) 




Fig. 157. Yoima group in the first story of the 
Pagoda, Horyaji (Kara) 
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Fig. 161. Yumedono, Horyuji (Nara) 





Fig. 163. Gyoshin at Yumedono, 
Horyuji (Nara) 



Fig. 162. The Main Bud- 
dha of Y^umedono, 
Horyuji (Nara) 
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Fig. 165. East Pagoda, 
Taemadera (Nara) 




Fig. 164. Nyoiiin-Kw .m- 
non at Cliuguji 

(Naraj 




Fig. 166. Main shrine, Sumiyoslii 
Jjnsha (Osaka) 
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OSAKA, KOYASAN, AND MTYAJIMA 



SUMIYOSHI AND KONGSBUJI 



SUMIYOSHI JINSHA, Osaka 

In the eleventli year (211 A.D.); of the regency of 
the Empress Jingo, three of these Shrines were built. 
The fourth Shrine, to the' right of the front one as we 
face it, was erected in honor of the Empress herself. 
These buildings face west, and over the grounds are 
scattered many subsidiary shrines and other dependent 
buildings with ponds, old pines, and gardens. 

The FoUE Sheines are of one style, that is, of the 
Sumiyosld style (Fig. 166). They have a rectangular 
plan, four spans by two, with the shorter side to the 
front. The interior is partitioned into two, inner and 
outer. The construction is simple, with a gabled roof. 
It is covered with the bark of hinoJci wood. Over the 
ridge are placed chigi and katsuogi ; all the parts of the 
buildings are of plain wood. While these Shrines were 
reconstructed only in 1708, the original plan and elevation 
were strictly adhered to, and they are as far as style 
goes one of the oldest Shinto arcliitecture. They are 
surrounded on three sides by a double system of fences, 
and in front stands a Haiden of later construction. 



KONGOBUJI AND OTHER TEMPLES. 

Koyasan 

Kongobuji is a most sacred Buddhist temple located 
in the midst of a great virgin forest at the summit of 
Mount Koya. It was first erected in 817 by K5b6 
Daishi, the Japanese founder of the Shingon Sect, who 
obtained a special sanction of the Emperor Saga. As 
the centre of the Shingon faith, stately buildings of 
various natures were set up, gorgeously decorated, and 
innumerable residences for monks were scattered all over 
the precincts. But," unfortunately, repeated fires destroyed 
everything, even repairs after repairs could not recover all 
the precious reHcs of faith and art that had gone forever. 
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lu spite of such an old establishment, therefore, there are 
but a few buildings that were registered as worthy of the 
" State Protection." They are the Hondo of Fudo-in and 
the Tahoto of Kongosammai-in. The rest are all of 
modern construction. 

At the centre of the temple group which makes up 
the body of Kongobuji, there vised to be a great Pagoda, 
the site of which alone now remains. The Kpndo is west 
of this site. Though of modern date, its ground plan is 
the model for the Shingon architecture. To the north- 
west of the Kondo is the Miyeido, and in the west are 
Juntei-do and Saitd. Aizendo, Daiyedo, Sammaido, and 
the site of the Toto are grouped east of the great Pagoda, 
and facing tliis stands the Main Hall of Fudo-in to the 
south of Aizendo. In the vicinity of the Kondo are 
Belfi-y, Kevolving Library, Kujakudo, Sanno-in, and the 
shrines of Nibu-myojin and Koyamyojin. In front of the 
Kondo there is a depression, and this is where the ^Middle 
Gate used to rise. Pass it, turn west, and go on further, 
and the Daimon (the Great Gate) is reached. 

The Main Hall of Fudo-in was built in 1197 and 
has five spans front and four to the side. The roof is 
irimoya, covered with the JdnoH bark. It is in style 
early Kamakm-a. Upon the central dais inside are placed 
the statue of FuDO (wood) and his eight Boy-attendants, 
all of which probably date back as early as the build- 
ing itself. 

The Tahoto of KoNGOSAMMAi-m (built 1223, Fig. 
167) is said to have been erected by Masako, wife of 
Minamoto-no-Yoritomo, the founder of the Kamakiu-a 
Shogmiate. It is well formed. Inside and outside, in 
decoration and -workmanship, it is worthy of study. 

On the high plateau at the summit of Mount Koya, 
a sort of temple street is formed with Kongobuji as the 
pivot and all the rest clustered about it, and so wiU the 
principal " Treasmes " be summarily described here in one 
group : 

The Six Buddhist Figuees of the Kondo (Fig. 
168.)— Upon the central dais inside the Kondo are 
arranged the Main Buddha, A.shuku, in the centre, with 
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JCongosatta, Fudo, and Fugen-emmei in order from the 
left of the centi'al figure, while to the right Kongowd, 
Gozanze, and Kokiizo. This arrangment has perhaps 
remained the same ever since Kobo's founding of the 
temple. These are all the principal deities of Shingon 
Buddhism, symmetrically arranged about the central Ashu- 
ku, who is by the way a "Hibutsu" (that is, a secret 
Buddha kept away from the pubHc view). The carving 
is naive and full of power. The faces are fuU and hands 
lai'ge. Something mystic is felt to be pervading about 
these statues, which are probably works of early ninth 
century. 

The Dainichi Trinity of Daiyedo. — This consists of 
Dainichi in the middle, with Shaka to his left and Amida 
to the right. While all three images are badly damaged, 
Dainichi, a huge one, has still his halo and canopy. 
Being of late Fujiwara they have soft, quiet expressions 
as distinctive of that age. An Amida also of late 
Fujiwara is kept in this Hall. 

Aka-Fudo of Myow6-in (Fig. 169.)--Who3ver comes 
to Koyasan, this is the first thing he or she ought to 
pay homage. We say this, because it is the spiritual 
creation of an artistic genius inspired really by a burning 
faith. As the whole body is colored red it is popularly 
known as Aka-Fudo (Hed Fudo). To paint the adaman- 
tine spirit-body in red as seated enveloped in ilames, is 
what everybody may think of, and yet it was what 
nobody ever attempted to do except for the present artist. 
The reddened body is delineated with strong black hnes 
boldly drawn like a rude steel cord; and the red robes 
are painted with large flower designs while the drapsry- 
folds are shaded with gold pigment. Such technique is 
something we rarely have since Fujiwara and is powerful 
enough to depict the unapproachable dignity of the 
Myowo. The attendant-boys are simply and concisely 
done, their freedom fr-om elaborate decxDrations is quite 
appropriate here. The picture is like a gi-eat pyramid 
towering fax above in the arts of mystic Buddhism. 

Further " Treasures " worth inspection are : — 

(KONGOBUJI) Painting. 1. Zennyo Eyuwo, cir. 
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1145 ; Sculpture. 2. The Mandara of Taizokai (Garbha- 
dhatn) oaiTed on board, Kamakura ; Allied Arts. 3. 
Gilt-bronze religious articles (such as vajra, bell, etc), 
mostly brought from T'ang ; 4. Makiye-lacquer Reliquary 
with mystic figures, Kamakm-a. 

{HYUKO-iN) Painting. 1. Kwannon manifestation 
" in the boat " so-called, Fujiwara ; Scvlpture. 2. Small 
standing screen with Buddhas in relief, Fujiwara ; Allied 
Arts. 3. Sword-scabbard with dragon carving, T'ang (?). 

(smSNO-m) Wooden statue of Fudo, Fujiwara. 

{liOju-lN) Painti7ig. 1. Monju, Kamakura; 2. 
Jizo, by Yiiyen, 1384 ; AUied Arts. 3. Bron2e Vajra, 
T'ang (?). 

[SAlNAli-lN) Picture of Taigensui Myowo, South 
Sung. 

(EONGOSAMMAI-IN) 1. Thousand-armed Kwannon in 
wood, Fujiwara ; 2. Goohi-Nyorai (five statues in wood), 
Kamakura. 

(JIZO. IN) 1. Illustrated history of Kiikai, late 
Kamakura ; 2. Amida (wood), Kamakura. 

{FUMON-IN) Makura-Honzon (Reliquary for Shaka 
and smaller Buddhas in relief), T'ang. 

(TAl-UN-iN) Ryumyo Bosatsu (in wood), early 
Heian. 

(NAN-IN) " Wave-cutting " Fudo (in wood), early 
Heian. 



ITSUKUSHIMA JINSHA, Miyajima 

Traditionally, the founding of Itsukushima Jinsha 
was in the seventh century, but the building-s of the 
present Jinsha group was due to Taira-no-Kiyomori, the 
Lord of Aki province, who reconstructed it on a larger 
scale in 1167. It M^as later destroyed by fii-e and rebuilt 
in 1241. In 1556 Mori . Motonari reconsti'ucted parts of 
it. 

The site and plan of the Shiine were the result of 
painstaking deliberation on the part of the founders, the 
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like of which is nowhere else to be seen. Itsukushima has 
long been considered one of the most beautiful sites in 
Japan, and as the god enshrined here is the sea-god, 
they, on the one hand, planned to effect the harmonious 
setting of the Shrines against such a picturesque back- 
gTound, while, on the other hand, they wished to select 
a spot which is most affected by the tides. So, as we 
see now, the shrines confront the sea and the geeat 
WOODEN ToEii is planted right in the water. The span 
between the two columns is 35.8 sJuxku and 8 sun wide and 
the height is 56 sliaku. The Main Shrine quarter (Fig. 
170) is in the centre of the groimds, where Haeai-dono, 
Haiden, and Heiden are connected with the Main Sheine 
which stands rearmost. The roofe are covered with the 
liinohi bark. They vary very much in shape and the 
general outlines are elegant. This quarter was rebuilt in 
1156. In front of Harai-dono extends the Hieabutai, 
at the centi-e of which the Takabutai rises for the per- 
formance of the sacred dances. The Hirabutai is flanked 
by the Gakubo, and has a frontal projection called 
Shitasaki, or the end of the tongue, to each side of 
which is built a small shrine known as MoNKAKU Jinsha. 

The quarter of Maeoudo Jessha, facing west, is 
situated left of the Main Shrine quarter. It also consists 
hke the latter of Haeai-dono, Haiden, Heiden, and 
Honden. As its rebuilding took place in 1241, the 
style has a more antique tone than the main quarter. 

In order to connect the main quarter with this 
Maroudo group, the Galleey starts from the east of 
Harai-dono in the main quarter and after three turnings 
pass between the Haiden and the Harai-dono, both of 
the Maroudo group, and finally reaching the land. At 
the iirst turning point there is a bridge called "Agemizu- 
BASHI " which is connected with the land and at the 
third turning point is Asaza-no-ya. 

The Galleey started west of the Harai-dono of the 
main quarter makes four tui-uings and extends a long 
way fui'ther west before it _finally reaches the land. 
Near the first turning point, Okuni Jinsha stands to the 
right, and further to the south a Long Beidge effects a 

[ 141 ] 



MIYAJIMA 

oommuuication witji the land. This Jinsha gets coimected, 
to the west, with Tenjinsha by means of another 
gallery. At the third turning point, the laud is reached 
by a " SOKIBASHI." Where the gallery makes the fom-th 
turning, there is Gaku-no-ya which, to the south-east, 
connects itself by a bridge with the No-Butai (that is, 
a stage for No-plays), which was constructed by Toyo- 
tomi Hideyoshi. 

The shrines as a whole are aiTanged facing a wxde 
expanse of sea-water and against the backgi-ound of 
Jklisen. The distribution of shrines, galleries, and the 
stages, high and low, looks in a way regular, and yet it 
is not quite so, proYing wonderful resourcefulness of 
imagination. In form and elevation, these buildings have 
distinctive features of late Fujiwara in the middle thir- 
teenth century. An assemblage of many buildings, 
different in form, stands most beautifully harmonised with 
the surrounding natm-e. When the tide rises, the 
splendidly-colored buildings all float on the blue waves 
and make the ^nest picture, being set off by the environ- 
ing views. Anything like this is not to be seen anywhere 
else. 

On an eminence norbh of the Shrine quarters is the 
Main Hall of Toyokuni Jinsha, which is known as 
"Senjokaku" or "Senjojiki" that is, one-thousand-matted 
room. The fa9ade of thirteen spans and eight to the 
side. East of this spacious structure which was the work 
of Toyotomi Hideyoshi in 1587, is erected the Pagoda 
OF FIVE STORIES. It is a Jcarayo stupa. The stone-steps, 
south of it, lead us down to a subsidiary shrine, 
Akayebisu Jinsha, built in 1591. It is a small shrine. 

A large number of superb treasures are kept at this 
shriue of Itsukushima, many of which date from a short pe- 
riod of twenty or thirty years in the middle twelfth centmy 
when the Taira family (or Heike) was at the height of 
prosperity. No better specimens than these works of art 
are given us in the study of Heike arts in late Fujiwara. 
They were crystalised in the Hokke and othee 
COGNATE SuTEAS (Figs. 171, 172), ten rolls of which are 
now exhibited in the Kyote Museum. The copying of 
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all these sacred books was undertaken by Taira-no- 
Kiyomori, the head of the Taira family, to -which the 
rest of the family contributed each his share. The 
thirty-two rolls of the scriptures thus came into existence 
within about three years beginning with 1164. Adding 
one roll of prayers to this, the thirty-three rolls in all 
were dedicated to the gods of this Shrine. Each one of 
the family members not only copied his share of one 
roll, but had it furnished with the most appropriate 
ornaments designed by the best artists of the time. The 
result was these precious jewels. In several of these 
Sutras the colophone gives the name of the writer. The 
copying and decorating of the Sutras was frequently 
practised in late Fujiwara, and what is before us is one of 
a few relics now left to us from those early times. (Some 
of later productions are still preserved.) Through these 
we may get an insight into the artistic appreciation as 
entertained by the refined and cultured uobiHty of the 
time. We cannot stop to describe them in detail. In 
short, some dyed their paper in various colors, over 
which floral designs are painted. The scriptural letters 
are in gold, or silver, or green, while the cover and its 
inside surface are painted with far more beautiful pictures 
or designs. The title of the Sutra is worked out with 
perforated metal, and the axial stick of crystal is finished 
with openwork gilt fittings. All the arts of the age are 
exhausted to produce the most beautiful articles conceivable 
at the time, and yet there is nothing vulgar and unrefined 
as we too frequently meet in later productions. In China 
we suppose there exist many articles fitted with gold, 
silver, and precious stones, but we know of no objects 
ever so embellished with works of human manufacture. 
Even those illuminated books of the Middle Ages do not 
very favorably com^^are with these Heike creations. They 
are really the most precious possessions of the world. 
The cases in which they were kept still exist and are on 
exhibit at the Kyoto Museum. 

Reliquary foe Shaka and smaller Buddhas in 
BELIEF. — This is what is popularly known as " Makura- 
Honzon," because it is conveniently placed by one's 
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pillow (that is, bedside) for invocation and prayer. It 
belongs to the same class as the one kept in the Kyoto 
Museum and the other at Fumon-in, of Koyasan ; while 
in technique it is not so well done as the other two, they 
are all of T'ang workmanship. Especially interesting are 
the decorations on the surface of the box, where metal 
fittings are Set in and the guardian gods (metal) in 
rehef. These metal fittings remind us of Persian designs, 
and in the gods we see something of the style of Central 
Asia. 

Further, some of the principal " State Treasures ": — 
Sculpture. ]. Masks for Bugaku-dance, nine pieces, (five 
of which are kept in the Tokyo Museum), cir. 1173 ; 
2. Dogs (wood, fourteen in all). The older ones belongs 
to late Fujiwara and later ones to Kamaknra ; 3. A horse 
(wood), cir. 1235-1237; Allied Aris. 4. Gilt-bronze 
religious articles such as Vajra, bell, etc., late Fujiwara ; 
5. Makiye-Lacquer Table and Ink-box, Ashikaga ; 6. Ko- 
zakura-odoshi Armor, one of oldest workmanship, late 
Fujiwara ; 7. Tachi (sword), and scabbard inlaid with 
mother-of-pearl, late Fujiwara; 8. Two blades of tachi, 
and scabbards inlaid with mother-of-pearl, 1183 ; 9. Seven 
blades of Tachi, early Kamakura ; 10. Musical instru- 
ments, two pieces, late Fujiwara ; 11. Shichigenkin 
(Musiciil instrument, a Koto), South Sung (?) ; 12. Small 
articles of furniture, such as dresses, tachi, quiver, arrows, 
liinoki fans, shaku (symboKc stick of dignity) etc. 
Personal articles belonging to the Emperor Antoku 
(1178-1185), late Fujiwara. 
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Fig. 171. Sutra B0II3, 

ItsukusMma Jinsha 

(Miyajima) 



Fig. 170. HongQ Shrine. 

Itsukushima Jinsha 

(Miyajima) 
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Fig, 172. The openii^ Picture, 
of the Sutra-EoUs. 
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